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C O M M E N T
N ew  wave popular 
theatre
The "straight" theatre has varied in its 
ability to attract a mass audience. It 
managed general appeal in Greek and 
Medieval times by being linked to the 
religious beliefs of the period. When it lost 
that religious involvement it became an 
illegitimate activity, only recently 
recovering its status as "high" culture.
Even in Elizabethan times, although the 
populace went to Shakespeare’s theatre, 
the actors needed the patronage of a noble 
to avoid being liable to arrest as 
vagabonds, and the theatre buildings were 
tucked away on the south side of the 
Thames.
In the nineteenth century, again mass 
appeal was achieved with blood and 
thunder melodramas where Good 
Triumphed. But Mrs Worthington was 
warned not to put her daughter on the 
stage.
There have always been entertainers 
around the fringe of dramatic theatre. The 
clowns and jugglers of ancient times 
became the jesters, minstrels and animal 
trainers of the Middle Ages and beyond. In 
the early nineteenth century the circus 
provided an umbrella for such acts. But 
they also reached the theatres in entr’acte 
entertainments (between the acts of a 
varied dramatic bill often lasting an 
overall five hours!), in the minstrel shows, 
burlesques and finally vaudeville.
Where straight drama had a stronger 
hold on the theatre, the cabaret movement 
began; in the boulevard theatres of Paris 
and later in the Kabaretten of Berlin, 
Munich and Vienna. In ages of socio­
economic turmoil its content was avant 
guarde, satiric and politically motivated.
In Australia variety performers found 
outlets on the vaudeville circuits of Harry 
Rickards and Ben Fuller, and in the tent 
shows of Sorlie, Barton, Levante and 
others, criss-crossing the outback, taking 
theatre to the bush townships and suburbs. 
The tents had turned from melodrama to 
vaudeville in the twenties to survive the 
coming of the picture show men, but they 
could not fight the competition of the 
clubs. The final tent show was given at 
Cessnock in 1963.
The club circuit persists still 
providing a platform for many of the acts 
in sequins and tuxedos which once played 
the vaudeville theatres.
But there is rougher, more gutsy, more 
aggressively indigenous, new wave of 
popular theatre closer to the French, 
German and Austrian cabarets, which may
become a tidal force in the theatre of the 
future. It began in the Flying Trapeze Cafe 
in 1974 when John Pinder gave a venue to 
many of the more bizarre acts which 
couldn’t get a look in elsewhere. Such 
performers as Sam Angelico, and the 
Busby Berkeleys, with singer Peaches Fa 
Creme, soon had cult followings, then 
reached more general audiences with 
Pinder’s transfer to the larger Fast Faugh 
Theatre Restaurant and Zoo, around the 
corner.
The Trap continued and widened its 
appeal; Foibles grew up, focussing on 
comedy acts, only to burn down two years 
ago but the irrepressible fare it offered 
resurfaced in Fitzroy’s Comedy Cafe, 
managed by its major performer Rod 
Quantock.
So much has the form burgeoned that 
Pinder now resists the "alternative" tag and 
claims that what might once have been that 
way is now mainstream.
In Sydney venues in the cross, around 
Taylor Square and various pubs, have seen 
a similar movement. The shows there are 
mime, dance, musical and stand up 
comedy many related to the gay scene. 
Cabaret Conspiracy (see TA January, 
1980) has become a major management in 
the field with such groups as Sideshow 
heavily influenced by Findsay Kemp.
Some of the acts had previously only 
found the streets as an outlet, or coterie 
attention; now, given cohesion, good 
management and greater public awareness 
of their existence, they could lead a new 
popular return to theatre. A gutsy, 
vigorous, colourful, vulgar, brash, 
engaging and grass roots entertainment a 
long way from largely conservative 
reactionary and stuffed shirt image of 
much present day straight theatre.
Ralph Kerle, the present manager of the 
Flying Trapeze, introduces readers to this 
movement in this, the first issue of Volume 
5.
Robert Page, Editor
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THEY'RE PLAYING OUR 
SONG...  On the 23rd of this 
month, a new musical opens at 
Sydney’s Theatre  Royal, 
starring Jacki Weaver and John 
Waters. Written by Neil Simon, 
the credibility of the story 
comes from the real life 
scenario of Oscar winning 
composer Marvin Hamlisch 
and songwriter/singer Carol 
Bayer Sager. The two first 
collaborated on "Nobody Does 
It Better", the theme from The 
Spy Who Loved Me.
Jacki Weaver is one of the 
best know n and m ost 
experienced musical actresses 
in the country. She started with 
Cinderella in 1962 at the Phillip 
Theatre, but she’s also been 
prolific in straight theatre, film, 
television and chat shows on 
radio and TV. This year she’ll 
also be appearing in two major 
television series. Trial by 
Marriage for the ABC and 
Water Under The Bridge for the 
Ten Network.
John Waters also started off 
in musicals, coming to Sydney 
as the lead in Hair, and he too 
has found numerous outlets in 
every kind of entertainment 
medium — including hosting 
the TV production The 
Prophecies o f Nostradamus!
New Yorker Philip Cusack is 
to direct the show and Dale 
Ringland (lately with Star Is 
Torn) will be musical director. 
Song's producers are Aust­
ralian Guarantee and David 
Frost.
VIDEOREP
TV DRAM A GROUP
W A N T E D  BY V I D E O R E P
V i d e o r e p  i s  a T e l e v i s i o n  D r a m a  G r o u p .  If you 
h a v e  a s c r i p t  you would  l ike  to s e e  p r o d u c e d  
p l e a s e  c o n t a c t  us.  W e  a l s o  h ave  o p e n i n g s  fo r  
a c t o r s / a c t r e s s e s  and  p e o p le  who would  l ik e  to 
t r a i n  a s  Studio C r e w .  S c r i p t w r i t i n g  and  Act in g  
W o r k s h o p s  a l s o  a v a i l a b l e .
Vide o  r e p  C / O  S u p r e m e  F i l m s  11 -15  Young St. 
P a d d in g to n  2021 P h o n e  : 356 1820.
S C R I P T S
BIGGEST TOUR SO FAR . . .
The Victorian State Opera’s 
new production of Rigoletto 
will be touring Victorian 
country towns and Tasmania, 
starting mid month and not 
returning until November. It 
will be the biggest tour ever to 
visit Victorian country centres, 
with over seventy singers, 
musicians and technicians from 
the State Opera Company. By 
the time it ends, the company 
will have chalked up 3,500 kms 
of travel.
Rigoletto will be baritone
John Wood’s 75th role, as 
against Rosemary Boyle, who 
will be singing Gilda at the age 
of twenty-four.
The VSO’s schools tour 
programme, Ticka Tocka 
Linga, is completely sold out 
for second and third terms and 
will be seen by some 18,000 
children in over sixty different 
s c h o o ls .  The o p e ra  is 
performed in classrooms and 
involves colourful sets and 
costumes, student participation 
and educational and social 
themes.
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Young Playwrights at last year's Weekend.
FOURTH YOUNG PLAY­
WRIGHTS WEEKEND...
Shopfront Theatre with 
funding from the Literature 
Board of the Australia Council, 
is offering young playwrights 
from all over Australia, the 
opportunity to work intensively 
on their craft with professional 
writers, directors and actors for 
three and a half days from 
August 28 to 31. Young writers 
between the ages of ten and 
eighteen are invited to submit 
scripts for TV, film, radio, 
puppets; any drama medium 
and to apply for inclusion in the 
weekend.
Professional writers who 
have a t ten d ed  prev ious 
Weekends include Alex Buzo, 
Steve Spears, Margaret Kelly, 
John Dingwall, Jill Morris, 
Michael Cove, Peter Kenna 
and Jim McNeil. The Weekend 
will be supervised by Shopfront
staff and the Artistic Director 
will be Errol Bray, whose play 
The Choir was part of the 
National Playwrights’ Con­
ference this year.
The Weekend will open with
a season of plays by young 
Australian writers which have 
been submitted to previous 
Weekends. The Weekend will 
be free to young writers and 
help will be available with fares
to Sydney where needed.
Enquiries should be made to 
Shopfront Theatre for Young 
People, 88 Carlton Parade, 
Carlton NSW 2218. Phone 
Sydney 558 3948.
Va! Levkowiez as Plasto and Kelvin Harman as Elasto in Accidentally Yours.
THREE HEALTHY PIECES
. . .  MAGPIE, the StateTheatre 
Company of SA's theatre in 
education team, have bitten off 
a mouthful with their three new 
shows. Following concern 
expressed by the National 
Safety  C ouncil ,  H ealth  
E d u c a t io n  D e p a r tm e n t ,  
Department of Community 
Welfare, Family Planning 
Association, teachers and a 
number of related organi­
sations the topics of home 
safety, sexuality and food are 
covered in their 'Three Healthy 
Pieces."
Accidentally Yours for 
primary school children 
features the comical characters 
Elasto and Plasto who contend 
with the wicked tricks ofTricky 
Nick. The ch ild ren  see 
accidents that happen in every 
home and help discover ways to 
avoid them.
Uni il Ya Say Ya Love Me for 
secondary students explores 
adolescent sexuality and its 
dilemmas. If there is a message 
to this play it is "Don’t if you 
don’t want to. If you do, be 
prepared."
Take-away food is tackled in 
There’s Always The Belly for 
upper secondary students. It is 
MAGPIE’S first piece of music 
theatre in education and asks: 
why do we eat the food that we 
do?
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HELP FROM PLAY­
WRI GHTS  P L E A S E . . .
Queensland University has a 
healthy and long-standing 
involvement in Australian 
drama. Queensland University 
Press is second only to 
Currency in the number of 
Australian plays it publishes. 
The University’s Fryer Library 
has been collecting manuscripts 
of Australian plays for a 
number of years and now has
close to 1,400 scripts.
In the most recent drama 
project, eight of the University’s 
English and Drama lecturers, 
with Alan Lawson and Alrene 
Sykes as general editors, are 
compiling a bibliography of 
Australian drama, which is 
being entered on to a computer. 
(T h e  i n f o r m a t i o n  will 
even tua lly  be av a ilab le  
throughout Australia.) Like 
most drama bibliographies it
will list details of performance 
and publication, but will also 
give a very brief plot outline 
and some keywords to convey 
basic themes of the play.
The bibliography is growing 
fast and Alan Lawson and 
Alrene Sykes are asking for 
h e lp  f ro m  A u s t r a l i a n  
playwrights. Copies of scripts, 
to be lent or given are 
requested, and details of any 
productions of plays, and
reviews thereof.
Too many plays ju s t  
disappear for ever after a few 
performances. If you are willing 
to help give as many scripts as 
possible a more permanent 
place in memory, and perhaps 
later productions, write to 
A lren e  S ykes ,  E ng lish  
Department. University of Qld, 
St Lucia. Old 4067.
THEATRE FOR WOLLON­
G O N G . . .  Up to now 
Wollongong could hardly be 
said to have been on the 
theatrical map. It might be 
claimed that it was responsible 
for spawning Aunty Jack and 
Norman Gunston, but apart 
from these contributions to Oz 
culture and national identity, 
it’s probably best known for 
coalmines, steelworks and its 
ethnic agglomoration.
But in early July, its most 
ambitious theatrical venture 
was undertaken with the 
launching of Theatre South, the 
city’s first and state’s newest 
professional theatre company. 
It is under the artistic direction 
of Des Davis, recently returned 
from Canada, where he was 
founder and artistic director of 
the Carousel Theatre Company 
of St Catherines in Ontario, as 
well as Associate Professor of 
Theatre Studies at Brock 
University.
For the inaugural season of 
T h ea tre  S o u th ,  he has 
assembled a core group of six 
professional actors, headed by 
John  Clayton and John 
Warnock. Local amateurs will 
also be used.
In this pilot season, the 
company presents two plays. 
The Cun Man, an adaptation 
(by Maurie Scott) of Moliere's 
Tartujfe to a local setting and 
idiom, and Story-Go-Round, a 
children's programme written 
by Faye Montgomery which 
tours centres in the region as 
well as having a week’s season 
in the Seymour Centre.
Faye Montgomery and John 
Clayton in The Con Man.
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The Caucasian Chalk Circle.
NEW ADELAIDE COM­
P A N Y . . .  Latest on the 
professional theatre scene in 
Adelaide is The Acting 
C om pany , a co m m unity  
theatre group which is seeking 
particularly to service young 
people. Under the directorship 
of Sue Rider, the seven person 
company works to rediscover 
the dynamics of drama, relying 
not on elaborate stage effects, 
but on the energies and 
inventiveness of live 
performers.
The Acting Company is an 
offshoot from the University of 
Adelaide Theatre Guild which 
has had a thriving and 
adventurous amateur En­
semble since 1976. The 
Ensemble continues alongside 
The Acting Company.
The Guild contributes 
secretarial and administrative 
assistance, while Acting 
Company members themselves 
act, research, write, build sets, 
props and make costumes. 
They are based at Unley (a 
southern suburb) in The Old
Town Hall Theatre, newly 
renovated from hall to intimate 
theatre by the Unley City 
Council as part of their Civic 
and Community Centre. In this 
flexible venue, the Company is 
fast developing its own style of 
economical no-fuss theatre.
It opened in March this year 
with The City of Unley Show, 
an irreverent look at early 
Unley. This was followed by a 
dramatised programme of war 
poems. Smile, Smile, Smile. 
July sees an adaptation of 
Brecht’s The Caucasian Chalk 
Circle to a ninety-minute 
version for six actors, taking to 
heart Brecht’s statement that 
"one good actor is worth a 
batailion of extras".
Plans for the rest of the year 
include Macbeth Workshop, a 
country tour and an original 
adaptation of Sir Gawain and 
the Green Knight. Some 
funding has been received from 
the  S ta te  G o v e rn m e n t .  
Members work on a share- 
profit basis, surviving on shoe­
strings and tightened belts.
THE COMEDIE- FRAN­
ÇAISE, this year celebrates its 
three-hundredth anniversary, 
as the oldest subsidised theatre 
in the world. Established by 
royal decree of Louis XIV, it 
had an illustrious career during 
the eighteenth century, but 
suffered badly under the 
shifting politics of the Revolu­
tion. It was reorganised by 
Napoleon in 1812 (in the middle 
of his siege of Moscow!), and 
has been meddled with in some 
way by every regime since then.
Originally conceived as a 
treasury and museum of French 
theatre, it has gradually 
broadened its repertoire since 
the 1920s to the point where it 
now regularly presents the 
classics of European, as well as 
French, theatre.
Most of the great figures in 
French theatre have naturally 
been associated with the 
Comedie during its long 
history, and recently it has even 
welcomed leading foreign 
directors for guest productions.
In Sydney, the three- 
hundredth birthday of the 
Comedie-Francaise will be 
celebrated on August 25 by a 
Special Gala Performance of 
the Sydney Theatre Company’s 
Cyrano de Bergerac (one of the 
Comedie’s greatest hits). On the 
s a m e  d a t e ,  a s p e c i a l  
commemorative exhibition, 
devised and presented by the 
Schools of Drama and French, 
will open at the Roundhouse, 
University of *NSW. The 
exhibition is free and will run 
until September 6.
PERFORMI NG ARTS  
S T A M P S . . .  Marguer i t e  
McNeill has been collecting 
since 1955, what is now one of 
Australia’s largest thematic 
stamp collections on the 
performing arts. She has 
collected and annotated over 
1,000 pages of rare and 
beautiful stamps on this theme.
Sections of the collection 
have been exhibited in Sydney 
at various times, including 
during National Stamp Week 
in 1976, and it now looks as 
though we will have a chance to
see the collection again during 
Stamp Week in 1981. The 
venue will be the Exhibition 
Hall at the Opera House, 
starting around August next 
year.
Ms McNeill was recently 
honoured by being asked to 
join the 7th International 
Biographical Centre Congress 
on Arts and Communications, 
which was held in Amsterdam 
in July. Qantas thought enough 
of her achievement to sponsor 
her flight to Holland.
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MUSICA VIVA AUSTRALIA
presents
The World’s Most Renowned Choir
PREMIERE AUSTRALIAN TOUR  
LIVE THROUGHOUT AUSTRALIA
P E R T H C o n c e r t  H a ll S a tu rd ay , A u g u s t 23
M E L B O U R N E T o w n  H a ll 
S t Pauls C a th e d ra l
W ed n esd ay , A u g u s t 27 
T h u rsd ay , A u g u s t 28
C A N B E R R A S c h o o l o f  M usic S a tu rd ay , A u g u s t 30
B R IS B A N E C ity  H a ll S u n d ay , A u g u s t 31
N E W C A S T L E C iv ic  T h e a tre W ed n esd ay , S e p te m b e r  3
S Y D N E Y T o w n  H a ll 
O p e ra  H o u se
Friday, S e p te m b e r  5 
M o n d ay , S e p te m b e r  8
D O N ’T MISS OUT - BOOK NOW!
r
For a free booking brochure with all details 
post the Coupon below to: Musica Viva Australia, 
P .O . Box C .334 Clarence St, SYDNEY N .S .W . 2000
Please send me the booking brochure for the 
C hoir of King’s College Cambridge.
N a m e ....................................................................
A d d re s s ...............................................................
P/code
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WHISPERS
RUMOURS
By Norman Kessell
So Saturday, September 6, is the 
sorry day Sydney’s oldest and best 
theatre restaurant, the Music Hall, 
bedevilled by bureaucracy, finally 
closes its doors. The date was dictated 
actually by the commitments of some 
of the players in George and Lorna 
Miller’s farewell offering, a revival of 
East Lvnne, the show that opened the 
place back in 1961. Show folk from all 
over will be there, in strength or in 
spirit, on the last night and said as the 
occasion must be, all stops will be out 
to make it a theatrical event long to 
remember.
And showbiz must go on, to coin a 
phrase, so the best of Aussie luck to 
Sydney’s newest promotions and 
management team, Fanning and 
Townley, who now have an office with 
a view on the 13thfloorof GPL House 
in Sir John Young Crescent, 
Woolloomooloo. Peter Townley, who 
will continue as NSW manager for J C 
Williamson Productions Ltd, and his 
partner, Maureen Fanning, share a 
long association with the local theatre 
scene.
It’s expansion also for popular 
showbiz promotion lady Barbara 
James, now so much in demand she 
has taken experienced daughter 
Debbie into full partnership. The firm 
is now Barbara and Debbie James 
Publicity — and that means another 
recording chore for their answering 
service by Barbara’s actor husband 
Alfred Sandor.
Sandor, by the way, is a chess nut, 
but like all top players he really only 
enjoys being against an opponent 
worthy of his mettle, such as actor- 
director-writer Stanley Walsh. For 
other occasions Alfred has acquired a 
chess computer to play against. And 
he usually wins, despite the computer’s
querulousness about some of his 
moves!
David Williamson has completed 
his latest play, at present titled 
Celluloid Heroes, and it has been 
handed to a potential producer. No 
name but I wouldn’t be surprised to see 
it at the Nimrod.
Sydney’s Ensemble Theatre comes 
of age next year, it being nearly 
twenty-one years since we climbed a 
narrow North Sydney stairway to a 
room that would give today’s Services 
Department inspectors heart failure. 
There we saw Hayes Gordon’s first 
production, The Man, with Clarissa 
Kaye and Jon Ewing. What a 
breakthrough that was! Still more 
remarkable to realise is that the 
Ensemble is now Sydney’s longest 
established theatre company. Its 
upcoming productions include A 
Golden Pathw ay Through Europe, by 
Rod Milgate and Deeds, by Howard 
Brenton, Trevor Griffiths, Ken 
Campbell and David Hare.
Next production by the Australia 
Council funded Music Box Theatre 
has the working title of Loonitudes. It 
is now in the throes of a ten-weeks 
workshopping prior to a planned five- 
weeks public season, probably at the 
Cleveland Street Space. Cast includes 
Valerie Bader and brother Stephen 
Thomas; music is by Michael Carlos 
and choreography by Christine Koltai.
I hear that Sideshow, the mime 
group founded by Michael Matouand 
which staged its Burlesco at the 
Nimrod Downstairs a few months ago, 
will be back there later this year with a 
late night show, a new production 
loosely based on the story of Beauty 
and the Beast.
Following the success here of Roger 
Hall’s Flexitime, New Zealand’s 
Downstage Theatre plans an 
Australian tour of its production of 
Hall’s Prisoners o f Mother England. 
However, a Variety report that the 
tour is scheduled for September- 
October sponsored by the Elizabethan 
Theatre Trust, appears premature. As 
I hear it, the Trust’s entrepreneurial 
division is interested, but there is 
nothing definite yet and it certainly 
won’t happen this year.
A claim that such a tour would be a 
first for an NZ legit group is also 
incorrect. 1 remember, for instance, 
Ngaio Marsh and the Canterbury 
Players at the Conservatorium years
ago in Pirandello’s Six Characters In 
Search Of An Author.
All being well, writer Michael 
Aitken, his actress wife, Veronica 
Lang and their two children should 
now be headed for California to take 
up the scholarship in screen writing 
awarded him by the NSW Film 
Corporation.
That bristley beard Johnny 
Lockwood has been growing the past 
few weeks is for his role as Tevye in 
Fiddler On The Roof. He is the "big 
name" star with a new local company 
opening at the Civic Centre, Tweed 
Heads, on August 16.
Johnny is also preparing another 
Christmas cabaret for his Auburn 
reception centre, Westella Ballrooms. 
Called Showtime ’80, it features 
entertainers Carla Maree, Jimmy 
Laurie, and Terry Ann, magician Noel 
Sainty and a return by bass baritone 
Frederick, who scored strongly with 
patrons last year.
I mentioned last month the new 
"Whatever happened to ..." feature in 
Britain’s The Stage. 1 note that Susan 
Swinford, subject of the first inquiry, 
wrote giving full details of her career 
since she came to Australia. Latest 
issue to hand has an inquiry for Bill 
Kerr. 1 hope they’ve been told he is still 
going strong and currently doing a bit 
of scene-stealing playing Doolittle 
with Stuart Wagstaff and Peita 
Toppano in Stanley W alsh’s 
production of My Fair Lady, which is 
now on tour after its opening season at 
St George Leagues Club.
That only three of the more than 700 
awards in this year’s Queen’s Birthday 
Honors were designated "for services 
to theatre" make them the more valued 
by the recipients — an AM to veteran 
actress Queenie Ashton and AOMs to 
Equity President and veteran actor 
Don Crosby and to your humble 
scribe.
How’s this for the longest-ever play 
title: An Animated And Illustrated 
Rendering o f Sections 22 to 29 Of The 
Town And Country Planning Act Of 
1971 Or How Mr And Mrs Wurzletop 
o f 23 Wordsworth Avenue Horfield 
Got Planning Permission For Their 
Shortwave Transmitter Aerial. It was 
a lunch-hour show staged by the 
Playwrights Company of Bristol. Talk 
about built-in word-of-mouth 
publicity!
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SPOTLIGHT
By Lucy Wagner
Actor, manager, producer, 
administrator, entrepreneur; Frede­
rick J Gibson claims, with reason, to 
have "done almost everything in 
theatre since 1 was eighteen." Now 
director of Sydney’s Theatre Royal 
since its opening nearly five years ago 
he is thinking of taking on the 
additional work of convenor of 
functions to honour leading 
theatricals.
This latest enterprise was inspired 
by the retirement of Kenn Brodziak 
after twenty-eight years. "In my 
lifetime all the great entrepreneurs, 
such as my uncle Garnett Carroll, and 
Frank Tait, have died in harness, and 
we couldn’t let this occasion go by 
without notice. The idea of a 
testimonial dinner was conceived and, 
with positive feedback from Kenn and 
others, Lloyd Martin and 1 got 
together and arranged it."
He lists among the highlights of his 
career, entrepreneuring two RSC 
tours (Glenda Jackson as Hedda 
Gabler and Michael Redgrave in The 
Hollow Crown); being Executive 
Producer on Hair, Jesus Christ 
Superstar and Conduct Unbecoming; 
forming the first Elizabethan Theatre 
Trust Orchestra and administering the 
Marionette Theatre during his time as 
Deputy Administrator of the AETT; 
accepting the commission of the 
Theatre Royal; presenting Deborah 
Kerr in The Day After The Fair; and 
acting as Vice President of the Theatre 
Proprietors and Entrepreneurs 
Association.
In 1975, when the M LC Centre was 
still under construction, Freddy 
Gibson was approached by Lend 
Lease and asked if he was interested in 
putting together a theatre for them. 
The idea of returning to a theatre 
operation, after the lonely life of eight 
years entrepreneuring from an office 
appealed to him, Lend Lease’s offer 
was attractive and having just 
managed two very successful tours he 
thought he’d be happy to work with 
someone else’s money.
So in 1976, on completion of the
Freddy 
Gibson- 
and the 
Theatre 
Royal
1,000 seat theatre, Freddy Gibson 
became the Director of the Theatre 
Royal. All artistic and management 
policy is in his hands (his Board take 
the role of advise and consent) and his 
first consideration is to hire the facility 
wherever possible.
The Royal started off just playing 
landlord to producers, but "In 1976 I 
saw the writing on the wall and that we 
would have to take up the slack 
occasionally by staging our own 
attractions. I went abroad in May that
year and that trip resulted in nineteen 
weeks of overseas attractions 
presented by English producers with 
some help from us. We were running 
out of Australian producers."
In 1979 the Theatre Royal produced 
two of its own plays; The Bed Before 
Yesterday starring Rachel Roberts 
and The Day After The Fair with 
Deborah Kerr. These were both co­
ventures with Paul Dainty, owner of 
the Comedy Theatre in Melbourne, 
where he made all the arrangements 
for the Melbourne season, the Royal 
for Sydney and up-front costs were 
shared. Both productions were 
successes and in 1981 a similar set-up is 
in the offing with Stoppard’s Night 
and Day (no cast details yet!).
In the meantime Born In The 
Gardens, a four hander starring John 
Meillon and Gwen Plumb, is currently 
on at the Royal, a completely in-house 
show for which Gibson quickly 
negotiated the rights and contracts 
when he saw a four week gap in 
bookings looming.
Freddy Gibson’s prognostications 
for the future of commercial theatre 
are not optimistic he believes that in 
the next five years Her Majesty’s will 
be lost to Melbourne and possibly the 
Sydney Maj will also go, leaving only 
one major commercial venue in each 
city. With rising production costs he 
feels that new ways have to be found of 
recouping them, and two things that 
should be done are an instigation of 
world parity ticket pricing 
Australian theatre is cheaper than 
British and a lot cheaper than 
American and an introduction of 
commercial marketing methods to 
rebuild a regular theatre-going public.
Another way that unsubsidised 
theatres can survive is by working in 
conjunction with their Government 
funded brothers. The Theatre Royal 
has hosted many successful 
productions from subsidised 
companies over the years, starting 
with the Old Tote’s production of 
Habeas Corpus in ’76. Since then 
Nimrod’s The Club and Travelling 
North have moved on there; Dus a Fish 
Stas and Vi and Once A Catholic came
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from the MTC; and now both Close Of 
Play and No Names... No Packdrill 
have proved to be commercial 
successes for the Sydney Theatre 
Company this year.
Like Wilton Morley, Freddy 
Gibson believes the two forms of 
theatre should work closely together 
even in the planning stages, and hopes 
that if four companies will build 
suitable plays into their 1981 seasons, 
he can mount a sixteen week Festival 
of Interstate Drama next year with a 
show from each of the MTC, State 
Theatre Company of SA, QTC and 
another company though not from 
Perth as transport costs would be 
prohibitive. A similar nine week opera 
season from three interstate opera 
companies is also a possibility and it 
may be that Paul Dainty will do the 
same thing in Melbourne the following 
year.
But unlike Wilton Morley, Freddy 
Gibson does not believe that 
Australian actors are good box office. 
'This is partly the fault of the media 
who give you far more coverage for an 
overseas than for a local star, but also 
managements have not done enough 
to promote the star system. Barry 
Humphries and Reg Livermore have 
cult followings, but would not be 
prepared to take even the lead in an 
ensemble play, for fear of losing their 
identities." Because of this Mr Gibson 
has calculated his risk element on Neil 
Simon’s They’re Playing Our Song, to 
star John Waters and Jacki Weaver, 
on 40% attendances; with Deborah 
Kerr it was 80%.
But in spite of generally dire 
predictions, Freddy Gibson is not 
pessimistic about the future for his 
own theatre. Recently returned from 
London he points out that while he 
was there, nine West End shows had 
originated in subsidised theatres, and 
the problem there was to find 
producers willing to take the transfer 
risk. "If they can do it, why can’t we?" 
he demands and is eager to be involved 
in such projects. The Royal is forging 
ahead too with marketing strategies, 
such as playing on Sunday nights and 
offering $20 dinner-theatre-and- 
parking packages with two restau­
rants. If commercial theatre needs 
innovation and imagination tosurvive 
in the ’80s, the Theatre Royal has a 
head start with Freddy Gibson at the 
helm.
A  SENSATIONAL NEW  
MUSICAL COMEDY IS ON ITS WAY 
TO AUSTRALIA —
WATCH OUT FOR IT!
They’re Playing Our Song
They’re Flaying Our Song
Book by
NEIL SIM O N
Music by
M A RV IN  H A M LISC H
Lyrics by
CA RO LE BAYER SAGER
Starring Starring
JO H N  JA C K I
W ATERS W EAVER
Scenery and Projections by
DOUGLAS W. SCHMIDT
Musical Director Musical Numbers Staged by
DALERINGLAND ROBYN MOASE
Directed by
PH ILIP CU SA CK
THEY'RE PLAYING OUR SONG’ IS A WALLOPING WONDERFUL 
HIT' —  NBC-TV
HERE IS A SHOW TO HEAT UP BROADWAY! IT IS FUN AND IT IS 
FUNNY, FULL OF BLITHE GOOD HUMOUR, HILARIOUS JOKES, 
AND WITTY, POINTED CHARACTERIZATIONS THAT ARE 
CREDIBLE AND LOVABLE' —  c l iv e  b a r n e s , n e w  yo r k  p o st  
NEIL SIMON'S SINGING ANOTHER TRIUMPH. EASILY THE BEST 
MUSICAL OF THE SEASON' —  e m o r y  lew is
THE FIRST UNQUALIFIED, CERTIFIABLE MUSICAL HIT OF THE 
SEASON, WITH TUNES THAT CAN MAKE THE POP-CHARTS BY 
MARVIN HAMLISCH AND CAROLE BAYER SAGER'
—  WABC-TV EYEWITNESS NEWS
THE TOAST OF BROADWAY ... ENGAGING AND LIGHT-HEARTED 
MUSICAL... SAGER AND HAMLISCH AT THEIR BEST... THE SONGS 
HAVE A HEART FELT HONESTY AND EXUBERANCE'
—  CHRISTINE HOGAN, SYDNEY MORNING HERALD
OPENING SYDNEY — THEATRE ROYAL
AUGUST 23
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Alan Cassell: Profile
By Donna Sadka
Alan Cassell is not being brash when 
he says it’s been easy: "it" being his 
comparatively fast rise to being one of 
the most sought-after professional 
actors in Perth. It’s a simple statement 
of fact.
It comes as something of a surprise, 
though, when this assured forty-seven 
year-old admits that he goes through 
an initial period of self-doubt each 
time he undertakes something new.
Quite recently he accepted the Jack 
Nicholson role in One Flew Over The 
Cuckoo’s Nest for Edgar Metcalfe and 
after a week of reading the script was 
convinced he was all wrong for it, or it 
for him. Knowing him of old, the 
director soothed and clucked and 
reassured and, quite happily, he settled 
down to work on a performance which 
turned out to be, like most Cassell 
performances these days, very good 
indeed.
"1 can’t help it," he said, "1 need to be 
edged into things, but once I’ve taken 
that first step I’m on the way. I s’pose 
that’s typified by the fact that 1 started 
my career at forty-three."
Cassell, a young motor trimmer 
from Birmingham, came to WA with 
his wife Rose in 1957. Shielded by the 
anonymity afforded by a strange 
country he decided to audition for 
drama classes at the then flourishing 
little amateur theatre, Patch. "It was 
really brave for me at that time. 
Somehow in Birmingham you didn’t 
do that sort of thing."
It was rather a pity they didn’t for in 
a short time, strengthened by Jean 
Rule’s acting classes, a vivid natural 
talent emerged which brought 
pleasure to Perth audiences and others 
for the next twenty years. Staying in 
the motor trade but "a dedicated 
amateur" he acted in his spare time, 
undertaking lead roles in plays like 
The Tender Trap, The Anniversary, 
and The Homecoming.
Cassell still is a strongly naturalistic 
actor and believes there is a thread of 
humourousness to be detected in 
almost every role. He has a relaxed, 
witty comic style that makes him one 
of the funniest performers around 
when he chooses, yet he maintains that
the element of humour can/should be 
found by the actor in even the biggest 
drama. He is not sure how to analyse it 
but concedes that it has something to 
do with an awareness of man’s 
essential ludicrousness when he’s in a 
passion. "That sense that you look 
rather silly when you’re at your most 
dramatic is somehow a leavening 
agent which stops a performance 
becoming overdone and heavy."
For a long time he was a semi-pro, 
accepting good parts which gave him 
an opportunity to do his thing but at 
the same time keeping a leg firmly in 
the motor trade. His first try at going 
fully professional in 1974 was short­
lived. Although he quickly got work 
with Channel 9 for twenty-two 
episodes of The Drifter, followed by 
three shows with Crawfords in 
Melbourne, he ultimately went back to 
cars. He tries to rationalise it now but 
can’t, quite. "I’d always had a job and 
my wife and my kids so security was 
very important to me I guess. As long 
as 1 had a permanent job I was okay."
It was not until eighteen months 
later when Edgar Metcalfe returned to 
Perth and told him he should stop
"__ ing about" that he made the final
break. "Edgar was really very 
instrumental in the ultimate decision. 
He made sure I was in work. He put me 
in The Gentle Hook, Aarne (Neeme) 
offered me Man For AH Seasons, and 
Edgar wanted me for Virginia Woolf. 1 
s'pose I should’ve done it sooner 
because in fact it’s been ridiculously
easy, but it’s all very well being smart 
afterwards."
Sometime later he recognised the 
professional risks of just doing play 
after play in Perth and in December 
1977 went into the Australian tour of 
The Bugs Bunny Show as Batman, 
turning down Born Yesterday to do it. 
It was a gamble that payed off.
In Sydney with the Bunny he was 
quickly offered Da at the Parade and 
received offers to do the film The 
Money Movers, which in turn led to 
C a th y ’s Child  (for which he 
subsequently won a Sammy) and in 
quick succession Lord Kitchener in 
Breaker Morant, the Perth children’s 
television series Falcon Island, 
Harlequin, and most recently. The 
Club. He had been considered for the 
part of the coach ("a part I would kill 
for") but in the event it was given to 
Jack Thompson — an actor with 
whom, interestingly enough, he shares 
an image of laconic masculine 
braggadocio and mock self- 
deprecation. I nstead he was cast as the 
administrator.
Essentially a contemporary man 
Cassell carries off roles like the 
newshound in Night and Day 
(Stoppard) or the husband in 
Bedfellows (Oakley) with brio. He 
seldom essays a performance in the 
classics except where they can be 
related to recognisable (modern) 
human terms, as in Miss Julie where he 
played the servant strongly for his 
macho image.
Cassell is ambitious about his career 
and, while he does not wholly 
subscribe to Norman Vincent Peale’s 
dollar-oriented philosophy he does 
believe that, to a certain extent at least, 
man can be master of his fate. 
Certainly he is a lot less hassled by any 
empty dates in his contract book and 
recently turned down a twenty-six 
week engagement for a national TV 
series "because it’s too long."
J he immediate future is taken care 
of by a Ford launch in Melbourne, 
Sydney, Adelaide and Perth and then 
a couple of plays, one of them Pinter’s 
Betrayal, in the offing. After that who 
knows?
"Before I’d have worried about it," 
says Cassell, "but not anymore."
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The Jigsaw 
Theatre Company
By Marguerite Wells
Wherever Carol Woodrow goes she 
seems to leave a trail .of theatre 
companies behind her. The tally in 
Canberra so far is three: Canberra 
Youth Theatre, The Jigsaw Company, 
and now Fools’ Gallery. All of them 
are based, more or less, in the Reid 
House Theatre Workshop Inc, 
formerly Reid House, one of those 
ramshackle Commonwealth Hostels 
that dot Canberra, abandoned by a 
tasteful government whose minions 
now prefer brick veneers with white 
doric columns.
Reid House is a maze of greyed and 
creaking floorboards, with frayed 
chunks of lino, walls covered with 
exuberant murals and social conscious 
graffiti, and an aura of good will, 
su p p re s se d  e x c i te m e n t  and 
tremendous creativity. Some of the 
graffiti recall the Youth Theatre’s 
production of Palach, in 1976, one of 
the most stunning theatrical events 
ever seen in Canberra, and directed (of 
course) by Carol Woodrow. The new 
Kitchen Theatre attests to the 
existence of Fools’Gallery, who, faced 
with paying thousands of dollars in 
rent for rehearsal space, decided to 
design and equip their own space 
instead. Fools’ Gallery is an ensemble 
of a dozen or so players now working 
intensively with Carol Woodrow (of 
course) and producing one play a year. 
Last year it was a brilliant Alice in 
Wonderland; this year they are 
devising their own play. Fools’ Gallery 
are mostly Youth Theatre youth who 
grew up into Jigsaws and then into 
Fools.
The Jigsaw Company is Canberra’s 
only long-running and consistently 
working professional group, and the 
only "high profile" activity of Reid 
House. They are a TIE, community 
theatre, regional theatre and children’s 
theatre company, the only salaried 
members, (apart from the Youth 
Theatre Director) of Reid House. 
They played six shows in 162 
performances, in 1979 to average
audiences of nearly 125, (raging 
success for Canberra), and their 
salaries and activities are funded - or at 
least partly funded - by the 
Department of the Capital Territory, 
the Australia Council and the ACT 
Schools Authority, plus the New 
South Wales Division of Cultural 
Activities. In previous years the partial 
funding cast gloom and despond as 
they chose between dropping one 
member of the team and taking a 
month without salary forall members.
all, precisely for fear of that very 
proscenium and what it could have 
done to the play.
The company seems to be thinking a 
lot about integrity at the moment. In 
their production of Wind in the 
Willows last year, they felt some 
unease about the moral values 
inherent in the plot, and this, as well as 
their own negative reactions to scripts 
chosen by other TIE groups has led to 
a change in their policy on children’s 
theatre: from now on they will be 
producing no more adaptations of 
classics, but will be developing new 
plays with a strong Australian cultural 
and multicultural base, a synthesis of 
traditions, myths and historical 
events. Their first children’s theatre 
piece under this new policy will be The
Jigsaw - John Oakley, Catherine Beal. Camilla Bhatden, Michael H hite, Joe Woodward, 
Cynthia Shanno. Steve Payne, Anne Ynil/e.
They chose the latter. This year, since 
they haven’t had an increase in funding 
since 1976, funds will run out in 
September. Gloom and despond reign 
at the moment and typewriters run hot 
as they lobby for very well-deserved 
funds.
Both Me Jack, You Jill and their 
new play, 700,000 (reviewed in this 
issue) were entries in the first Festival 
of Australian Drama run by Canberra 
Repertory and the Canberra Theatre 
Trust in June this year. Malcolm 
Robertson in his adjudication said 
that Me Jack, You Jill was "the essence 
of what we all search for when working
on a play....This production virtually
flooded across the proscenium arch....
We were always in safe hands."
For a play design for a schoolroom, 
(because A/y F./is a TIE piece) to flood 
across the proscenium arch is quite an 
achievement, and the company had 
had grave doubts about entering it at
Hurdy Gurdv Ghost Gum, which 
opens in August.
At the time of writing, it is still a title 
in search of a play. The company feel 
that they are working so co­
operatively as a collective at the 
moment that they have been able to 
produce material which is a synthesis 
of opposing views within the 
company, rather than a compromise 
between them. Companies, they say, 
often seem forced to compromise their 
integrity because they need to choose a 
script in a hurry, or because of the 
influence of a dominant individual. It 
is the duty of the whole company to 
know and understand what the play is 
saying, and to ensure that it says what 
the whole company believes. Partly for 
this reason, their work with John 
Romeril on The 700,000, they say was 
very satisfying, and an experience they 
would very much like to repeat. He is a 
writer of "tremendous integrity".
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JACK CAROLEON AND CHIEN AT CABARET CONSPIRACY. PHOTO: JEFF BUSBY.
Cabaret is one of the most 
important theatrical forces emerging 
in Australia today. It promises to be a 
major influence on the performing arts 
in the ’80s.
Cabaret is not "New Faces" variety; 
it is not music hall; it is not vaudeville. 
It walks the tightrope between 
traditional theatre and variety. Its 
content is both social and political 
with an emphasis on satire.
Cabaret is a laboratory, a testing 
ground for young artists to experiment 
with content and theatrical styles.
Contemporary Australian cabaret 
found a home with the opening of the 
Flying Trapeze Cafe in Melbourne in 
1974.
Located in downtown Brunswick 
Street, Fitzroy, an inner suburb of this 
city, it was originally an Hungarian 
eating house with a small shop front. It 
seated sixty people squashed together 
and was decorated with old circus 
posters and art pieces of all styles 
contributed by local artists in return 
for a feed.
Trapeze founder John Pinder was 
interested in developing an enter­
tainment venue committed to finding 
new ways of presenting populai enter­
tainment. It was a move away from the
traditional theatre forms as presented 
by the Pram Factory and La Mama in 
much the same way as the original 
cabarets of Paris in the 1880’s were. 
Those cabarets were smoky, sleazy 
and intimate.
They were called "incubators for 
non-conformists", "schools for 
laughter".
The audience of artists, students and 
elements of the bourgeoisie with a 
surfeit of booze under their belts, came 
to see a programme of rebellious satire 
which provoked both hostility and 
bonhomie. The evening embraced 
many facets of the performing arts — 
mime, song, dance, magic, puppets, 
improvisations and often instant art 
works. Similarly, the early audiences 
at the Trapeze saw the emergence of a 
truly indigenous and contemporary 
cabaret style of entertainment.
It was presented by talents as diverse 
as Steve J Spears and Jane Clifton — 
both theatrically committed people; 
The Razzle Dazzle Revue, a group 
which had come together from 
Melbourne University architecture 
faculty reviews and Peaches La Creme 
and the Busby Berkeleys, whose 
founder Henry Maas was a retail 
salesman and son of a St Kilda night
club owner. Maas’ partner Noel was a 
mysterious Englishman who claimed 
to have been a member of the ’60s pop 
group The Mersey Beats.
These acts were supported by a 
motley crew of artists, including 
Amhed the Fire-Eater; Eddie Mars the 
crooner (real name Chris Crofts an 
internationally acclaimed Australian 
print maker); Joy Dunstan (later cast 
from the stage of the Trapeze into the 
lead role in the movie Oz); Tim 
Mckew, an eccentric drag queen; Sam 
Angelico, a nuggety little Italian street 
boy turned magician and Red Symons 
who often appeared undisguised at the 
height of the Skyhooks hysteria to 
accompany various acts on his nights 
off.
These performers presented content 
and theatrical styles as different as 
their characters.
Nights at the Trapeze were marked 
by many memorable incidents.
An essential part of Amhed’s act 
was his disappearing ducks. They 
often as not ended up in the kitchen 
eating scraps instead of being on stage 
at the scheduled disappearing time.
One evening Gini, John Pinder’s 
wife, was so incensed by continual 
sexist remarks from Steve J Spears
By Ralph Kerle
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GINA RILEY AT "FLYING  TRAPEZE" PHOTO: JEFF BUSBY
that she hurled a cheesecake in his face 
— Spears, ever the professional, 
continued, cheesecake and all.
From an original audience of 
students and artists it quickly became 
important that Melbourne’s cog­
noscenti was seen at the Trapeze. They 
mixed with the derros who lurched in 
off the street to steal food and alcohol 
and abuse the patrons.
One particularly outrageous gentle­
man of the street grabbed a plate of 
roast beef from a table of Toorak 
ladies and rushed out into the night. 
He returned after devouring the meal 
to discuss his badly gashed head with 
them... an ugly scene!
The staff got into the act too — a 
handsome dishwasher was caught by 
the proprietor upstairs making love to 
a well-known female food writer and 
was obliged to streak through the 
restaurant to return to the sink.
But out of this chaos came an 
opportunity for performers to work 
together and develop a style of cabaret 
which was uniquely Australian. To 
date the Trapeze has produced 
approximately forty shows, the more 
memorable including The Whittle 
Show, Av ant-Garb age, The Cheapest 
Story Ever Told, Missing Persons, 
Shirazz Cabaret and Brandy, Mime 
and Soda.
These shows have employed some 
forty performers every year.
During its chequered career with 
some thirteen different partner owners 
almost 50,000 people have passed 
through its doors.
Perhaps the Trapeze’s finest hour 
was in November 1975 when the entire 
audience was sent home early on 
election night to mourn the passing of 
the arts in Australia.
But the Phoenix rose from the ashes 
and cabaret caught on.
The Razzle Dazzle Revue, led by 
Rod Quantok — one of Australia’s 
leading alternative stand-up comics — 
moved to the now defunct Foibles in 
Carlton in 1976 where their style 
developed as a comedy revue 
ensemble. Foibles was managed by 
idealistic anarchy. Performers wages 
went on extravagant art interiors. 
After two years of very successful 
shows, but totally irresponsible 
management, the venue closed its 
doors.
Subsequently in 1979 the Razzle 
Dazzle Revue Collective purchased an
ailing Spanish restaurant in Bruns­
wick Street, Fitzroy and converted it 
into the Comedy Cafe. This operation 
is very similar in style to the Flying 
Trapeze in its seating capacity and 
format of food and BYO licence. 
Theatrically the collective is also 
dedicated to developing a very 
Australian style of humour, but a very 
important difference is, however, that 
this is a commercially operated venue 
managed and owned entirely by the 
performers themselves.
With foresight, in 1977 Pinder and 
his new partner Roger Evans — ex of 
the famed Sydney venue Keatons, 
probably that city’s first contemporary 
cabaret venture — opened the Last 
Laugh Theatre Restaurant and Zoo. 
The premises were an old lodge hall in 
Smith Street, Collingwood which was 
converted to an entertainment
complex seating 200 people a night 
and employing more than thirty staff 
with a full 3am liquor licence.
Pinder’s flamboyant style as an 
entrepreneur and his astutejudgement 
led him to back new Australian talent. 
Amongst his many successful shows 
were Circus Oz, now a hit in Sydney 
and on their way to a European tour; 
Peaches La Creme and the Busby 
Berkeleys, who have carved them­
selves a very successful niche in the 
European cabaret scene and Nigel 
Triffit who created the puppet 
extravaganza Momma’s Little Horror 
Show.
As well as supporting Australian 
talent Pinder gave it the opportunity 
to work with overseas talent. He
imported L O S/oane's Black and 
White Minstrel Show from America. 
Its heavy political content was 
presented to Christmas good-time 
crowds looking for bland entertain­
ment — truly a bold and successful 
move.
Today the Last Laugh is probably 
the leader in changing the trends and 
styles of commercial theatre in 
Australia.
It wasn’t really until last year that a 
Sydney cabaret scene emerged.
The numerous licenced clubs in 
Sydney had always been home to 
traditional night club entertainment in 
the American style — vacuous 
content, the re-hashing of old 
standards, glitter and razzmatazz. An 
opportunity to view your favourite "as 
seen on TV" personality in the flesh. 
Anything that attempted to be 
different was not accepted by the club 
managements.
In response to the dearth of outlets 
for a more contemporary and 
challenging performance style, a 
group of performers formed a loose 
collective called Cabaret Conspiracy. 
In February 1979 they began Sunday 
night shows in a back street coffee 
shop in Surry Hills.
The roots of their style were very 
much in the gay scene. With Doris 
Fish — drag queen — as compere, 
some of the more popular acts to 
emerge were Jack Caroleon, a seventy- 
year-old busker and his dog Chien, 
whose rousing rendition of the Village 
People’s "YMCA" was accompanied 
by a short lecture on old age; 
Torniquet, a comedy duo and Michael 
Matou and Kevin English who both 
worked and toured with Lindsay 
Kemp’s mime troupe for some years.
Matou later formed his own 
company called Sideshow, which is, 
along with Circus Oz, one of the most 
exciting new companies in Australia 
today. Both are innovators in their 
particular style of theatre — 
Sideshow’s burlesque and theatricality 
and the Circus Oz’s presentation of 
traditional circus skills.
A new promotional organisation — 
Glover, Hocking and Woods — 
(Woods was an owner of the Trapeze 
between 1976 and 1978) has been 
formed. It produced the Circus Oz 
show in Sydney — here is the first sign 
that commercial entrepreneurs are 
aware of the new push.
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TONY RICKARDS POSING AS A SUCCESSFUL FRINGE THEATRE ENTREPRENEUR. PHOTO: JEFF BUSBY.
Cabaret Conspiracy found a 
permanent home in Palms, late 1979. 
Palms is housed in a bar in Oxford 
Street which was originally designed 
as a disco. Another couple of venues in 
Sydney worth noting are Stranded, a 
new-wave disco which has regular 
acts, again supplied by Cabaret 
Conspiracy, and the Toucan Club in 
Glebe, a folk club invaded by cabaret 
on Monday nights.
The Adelaide scene is still very 
young, but enthusiastic. It is hampered 
by a lack of venues suitable in both size 
and location. Radio 5MMM has 
staged three cabaret shows in hotels 
with four night seasons. A loosely 
formed group, Cabaret Communique, 
has been formed but at present is 
inactive. A definite Adelaide cabaret 
style has yet to emerge. However, the 
popular club. Patches, in North 
Terrace, a long black mirrored smoky 
room, features a "new wave" drag 
mime ensemble. The Space in 
Adelaide’s Festival Centre has also 
presented cabaret.
Cabaret has always been innovative;
throughout its long history it has 
provided the impetus for art and 
theatrical movements. Because of this 
many of its performers were 
incarcerated in times of political 
censorship in Europe.
Cabaret at various times has served 
as a meeting place for art greats like 
Picasso, Utrillom, Lautrec and 
Braque, it is believed that Cocteau 
actually owned Le Boeuf, the centre of 
Paris night life during the ’20s. It was 
out of the Swiss Cabaret Voltaire that 
the Dadaist movement grew; Piaf and 
Deitrich were children of cabaret; 
Bertolt Brecht owned his own cabaret 
in Berlin.
Cabaret didn’t establish itself in 
Anglo-Saxon countries until the late 
’50s. Peter Cook, Dudley Moore, 
Jonathan Miller and Alan Bennet 
rocked London’s West End with 
Beyond the Fringe in 1961 and Bob 
Dylan emerged from the coffee shop 
circuit to become the ’60s major poet.
The reason cabaret has always been 
such a strong force is because its 
entertainers have always used it as a
medium to break down existing art 
prejudices. The audience is prepared 
for excitement -— it has a licence it 
doesn’t have in traditional theatre. The 
space is small and intimate, the 
entertainers are reach-out-and- 
touch close and alcohol is an integral 
part of the evening. That combination 
is explosive.
The entertainers are often pro­
vocative in the extreme and gleefully 
explore the most taboo subjects, but 
the main criteria is always enter­
tainment ... the iron behind the velvet.
Australian cabaret is in its infancy 
but with the recent interchange of 
artists between Sydney and Mel­
bourne it is developing into a strong 
and nationally growing movement. Its 
content reflects current social and 
political trends in Australia in a very 
immediate way, but most of all it is 
attempting to find new indigenous 
performance art styles.
Ralph Kerle is the proprietor o f the 
Flying Trapeze Cafe and a drama 
graduate o f the Vietorian College o f the 
Arts.
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DRESSING IT UP
The future of opera/by Greg Curran
Opera in Australia receives a total o f State and Federal governmental subsidy in the vicinity o f $7.25 
million. So practitioners in all areas o f the Arts w here subsidy is relevant should always be 
interested in the doings. But they rarely are. O f the $7.25 million, $6.15 goes to the beleaguered 
Australian Opera, currently embroiled in turmoils that have been building up since 1976. South 
Australia’s State Opera does the next best with $864,000 (a partial legacy o f the Dunstan era), 
Victorian State Opera ($400,000), Queensland Opera $228,000 —  mostly from  the State 
Government —  Bjelke-watchers please note), Western Australian Opera $212,000 (again mainly 
from  the State Government), and last comes Canberra with $69,000.
Because the greater part o f its commitment o f funds in any one financial year is devoted to 
opera, the Australia Council commissioned a report from  a Committee on Opera I Music Theatre 
and its future in Australia. That report has now come out.
excellent and informative chapter. It 
ends Part B.
Chapter 8 attempts to define other 
forms of music theatre - there are 
references to Mahagonny, Sweeney 
Todd, even The Venetian Twins. 
Scholarly and readable. Chapter 9 is 
however the nitty gritty as far as 
m usicals  are conce red . The 
proposition is for the setting up of a 
Musicals Development Fund which 
would not subsidise so much as invest 
in musicals. End of Part C.
Chapter 10 covers Education and 
Audience Reaction (earnest, careful, a 
bit dull), Chapter 11 with the 
inadequacy of present training 
arrangements, Chapter 12, Marketing 
and Private Support. Chapter 13 
summarises the various proposals.
In the Appendices A is, as I have 
indicated, the Hemmings affair. B, an 
analysis of performances by ABC 
orchestras. C, notes on projected 
expenditures and Income up to 1985, 
D, overview of survey findings and E,
I . ______________
(13 Chapters) and 5 Appendices. Part 
A gives the background and discusses 
the need for Opera/Music theatre 
(surveys show general public support 
for the Arts and so on).
Part B makes general observations 
(in Chapter 3) about housing, touring, 
co-operation between companies etc. 
Chapter 4 is devoted to the Australian 
Opera and this must be read in 
connection with Appendix A which 
deals with the departure of former 
General Manager Peter Flemmings. 
Chapters 5 and 6 deal with the other 
companies above. C hapter 7 
"Orchestral Resources" is most 
valuable for its proposals to wrest the 
AETT orchestras from the grasp of its 
erstwhile controller and the musicians’ 
attitude towards "pit" players (opera) 
as against "concert" performers, who 
are apparently believed to possess 
some mythical superiority. This is an
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a list of those who wrote to and saw the 
Committee (lots and lots, most 
impressive, this).
Within Part B, the committee 
proposes the cutting down of TAO’s 
touring commitments over a period of 
five years. After that the AO will play 
Sydney and Canberra (but other 
places only when necessary); Victorian 
State Opera - a very impressive 
company to date - will cover 
Melbourne (and Tasmania); and there 
will be visits by the State Opera of 
South Australia to WA. That latter 
and Queensland will still have smaller 
companies and there is even hope that 
the NT may see some opera. In other 
words, regional opera will become 
more the thing.
The most interesting part of the 
report was bound to relate to the 
A ustralian  Opera, the most 
pretentious company in Australia and 
the greatest drain on public money.
The AO Board has been represented 
to us through its upper echelon as a 
repository of business expertise. The 
inference has been inescapable from 
press reports that this is the main 
quality considered by the Board. 
Recently a consultants’ report even 
suggested that the new General 
Manager need have "at least a 
layman’s knowledge of opera". In 
other words the GM’s job is to be a 
businessman too.
The Committee makes no specific 
reference to the Board’s approach to 
its own definition and priorities. 
However in Chapter 4 paragraph 29 
the Report points out that the 
company’s method of securing new 
directors is essentially the self- 
perpetuating and closed and the Board 
is too large for effective policy 
management. Moreover reference is 
made to the "abrupt departures of 
executives, constant reiteration of 
financial problems, ousting of 
directors and stormy meetings in 
which voting proceeded with the aid of 
proxies gathered in behind-the-scenes 
faction fights" (4.28).
The Committee suggests that "at 
critical times the leadership of the 
Company has been unimpressive", and 
that many of the problems could have 
been avoided, with more tactful and 
effective leadership (4.29). The 
proposals include a restructure of the 
Board, new leadership thereof, a 
general manager with more than "a
layman’s knowledge of opera", a 
reduction in size of the Board, and 
more democratic elections to achieve 
in the Board "a balance of skills and 
knowledge" (4.30 and 4.31).
D  _
tions, after the Annual General 
Meeting on Friday 27 June, the Board 
remained virtually the same. With one 
exception, the new Directors are 
identical with the old ones, as are the 
main office bearers. If the Australia 
Council adopts the report in certain 
areas, there is room for a head-on 
collision between it and the AO.
No consideration of the AO would 
be complete without consideration of 
its musical directorship. It is by now 
well known that former General 
Manager Peter Hemmings and present 
Musical Director Richard Bonynge 
clashed over areas of responsibility, 
and indeed, over repertory. Both the 
Chairman and Board of the AO, and 
indeed, Mr Hemmings himself, are 
criticised to some extent over certain 
areas of the so-called "Hemmings 
affair". The question whether the 
Board should have supported 
Bonynge against Hemmings is not 
really answered. Mr Bonynge garners 
neither blame nor praise in the affair. 
He might never have been around.
Elsewhere in the report somewhat 
delicate references to the repertory 
favoured by him pass without much in 
the way of qualitative comment.
However, in Chapter 4, paragraph 
17 the Committee sets out the tenures 
of the three Musical Directors to date. 
According to the years given, Mr 
Bonynge, who commenced in 1976, 
already appears to have been Musical 
Director longer than one of his 
predecessors Carlo Felice Cillario 
(1969-1971), and at least as long as the 
other, Edward Downes (1972-1975).
The Committee notes that each of 
these musical directors has influenced 
the company’s repertoire, and go on to 
say this.
Assuming that the pattern of 
musical directors staying a few 
years and then moving on to 
another international post is 
continued, when Richard 
Bonynge’s tenure of office con­
cludes an appointment of a 
Musical Director with different 
tastes can be expected to give the 
repertoire yet another emphasis, 
with balance being achieved over 
a run of years (4.17).
On the subject of balance, the 
Company is criticised for failure to 
present modern works and Australian 
operas. The Committee also bucket 
the over-elaborate productions that 
often make do for other values in this 
company’s presentations. They found 
that "it is questionable whether 
unlimited funds always have a positive 
effect on standards since better quality 
may be more related to the morale and 
approach of performers than 
additional opulence of "style". In other 
words, extravagance should be 
avoided.
Instead of taking heed of a perfectly 
reasonable statement, the AO seems 
content to continue on its merry way. 
In an interview in The Australian 
newspaper of 30 June 1980, weeks 
after the release of the report, designer 
Michael Stennett talks of brigands in / 
Masnadieri dressing up in stolen 
pieces of women’s finery "We are 
ruining good costumes," he chortles 
"to make them look worn and used. 
There are two girls in wardrobe who 
have kind of Black and Decker drills 
with which they fly at the clothes and 
they spray them with masonry dye."
There’s more to come. "On top of 
(Continued over page)
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these holy wonders I am putting pink 
and orange silk hats, feathered coats, 
all sorts of frippery. Of course its not 
all cheese-grate stuff. Joan has a flash- 
black number for sitting around the 
fireside." Hardly the approach that 
inspires any confidence in the 
seriousness of the enterprise. The 
interview is appropriately entitled 
"Dressing it up".
D _ _
the AO the committee’s attempt to 
rationalise the hegemony of a regional 
policy, the AO is nevertheless still 
affirmed by the Committee as the 
leading company with high artistic 
standard and fine ensemble. There is 
also the obligatory genuflection in the 
d i r e c t i o n  of  " I n t e r n a t i o n a l  
Standards", a current cliche the report 
might well have avoided. Indeed the 
committee actually favour expansion 
of the company’s season in Sydney 
with more performances, including 
20th century opera, operetta and 
musicals, and, at least at State level, an 
increased subsidy!
The Committee says nothing about 
the following glaring deficiencies in 
the C o m p a n y ’s hi s tory and 
operations.
1. The failure to get sufficient work out 
of the elaborate, expensive Lucrezia 
Borgia production, which has lain 
dormant since its initial Sydney 
season.
2. To Bellini’s Norma, another vehicle 
for Dame Joan with little mileage on 
the clock, the same comment applies.
3. L ’elisir D A more is also largely 
unused. Here is another Donizetti 
opera, with Lucrezia representing two 
out of the three Donizetti’s the 
committee appears to have been 
satisfied with, on balance of repertory, 
and as against two Wagners, for the 
period 1976-1981. That would be bad 
enough, but including Don Pasquale 
in Tasmania we have four Donizetti, 
not three, which leads to a Donizetti- 
Wagner ratio of practically 2-1.
4. Alban Berg’s Wozzeck was only 
staged four times in Adelaideand then 
disappeared.
5. Prokofiev’s War and Peace in a fine 
production initially so successful, was 
never brought back.
6. Peter Grimes has not been staged for 
twenty years and not by this company.
The company had in its ranks for 
many years one of the great 
interpreters of this role, Ronald 
Dowd. The only comment the 
Committee make about Mr Dowd is 
that he is 65.
7. The AO is presenting both AIcina 
(Handel) and La Buona Fig/iuo/a 
(Puccini), and apparently Thomas’ 
Hamlet in the near future. The reports 
make reference without objection to 
the first two and does not refer at all 
to the third. All of these works must, 
by any standards, be considered low 
on the priority scale. Moreover, if the 
San Francisco Opera can do a concert 
version of Rossini’s Tancredi (with 
Marilyn Horne) to save money, then 
the AO can do the same with A Icina.
8. The report does not mention two 
works which are also under suspicion 
of being presented in the near future. 
These are The Beggars Opera and The 
Hugenots. Plans to present both these 
works, if still current, are simply 
absurd. Where is the AO going to get 
seven super-star singers capable of 
doing justice to the Meyerbeer opera 
and what reason can a company with 
no Wagner, little modern opera and no 
experimental work have to put on The 
Beggars Op era!
Indeed there would be many to 
disagree with the Committee about the 
so-called standards of the company 
which in most departments and 
certainly in any ensemble sense has 
declined since the heyday of the
Alcorso Downes Winther team in the 
early seventies. No real ensemble is 
achieved simply because singers 
remain geographically isolated from 
other countries and accordingly 
painted into a local job situation. Not 
unless some artistic forces are at work. 
It is highly significant that for many 
years there has been no position of 
Artistic Director.
The report assumes that the 
company is popular and up to the 
present season there has been some 
basis for this. However the report is 
not up to date for the simple reason 
that it is not precisely contemporary 
with the present season. Seats are 
being advertised for nearly every 
performance. They cannot even sell 
out Puccini’s Manon Lescaut, almost 
new to Australia but one that should 
sell, given composer and subject.
Nor is the planning a model of 
commercial cunning. True there is 
variety, but in strange proportions. As 
I write this there opens / Masnadieri. a 
lovely old opera but not a heavy 
priority in the early Verdi sweepstakes 
- Ernani, / Lombardi, and Luisa Miller 
might be considered well ahead. This 
opera is scheduled for elevent 
performances. Despite the presence in 
the cast of Sutherland and Smith, the 
work does not appearto besellingout. 
Good seats are still being advertised. 
Much as I like Janacek, I doubt that 
his most rabid advocate would 
propose thirteen initial performances 
of Katya Kabanova.
The Magic Flute, always a sell out, 
comes for only five nights, while Fra 
Diavolo, never much of a success, 
claims nine. A Midsummer Night's 
Dream, one of the finest productions 
ever seen in Australia and a great 
success the first time around, gets only 
three. Why bother to do it at all?
The season is a strange one. The 
organisation itself has become even 
stranger. In the great tradition of the 
Old Tote wind-up and to the inevitable 
tut-tutting of the Silvertails, someone 
should pull out the plug. We should 
have a completely new regional 
Sydney company - new board, new 
management, more moderate subsidy 
levels and, above all, an artistic policy. 
In any event, if the present board of the 
AO holds to its course, the Australia 
Council must soon step in. I think it is 
only a matter of time. Reason must 
finally prevail.
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AUSTRALIA COUNCIL
Theatre Board Grants, 1981 
DANCE, DRAMA, PUPPETRY, MIME
(in c lu d in g  yo uth  a ctiv itie s )
The Theatre r'~^rd has limited funds available for 
projects in i . 1 and invites applications in the 
following categories:
Development:
Assistance to companies, groups or individuals for 
special projects, particularly of an experimental or 
community oriented nature.
Limited Life:
One or two grants may be given to groups of 
accomplished professional artists, temporarily brought 
together, to undertake innovative theatre performances 
or development activity, which is not presently 
possible within the normal marketing constraints 
of an ongoing theatre company. Maximum period 
two years; non-renewable.
Community/Regional Theatre:
A number of grants are available for development of 
community/regional theatres. Programs submitted 
must have both local and State government financial 
support. Any assistance given would be strictly on a 
reducing basis over a period of up to five years by 
which time the project would have to be fully 
sustained from other sources.
Training:
Assistance to professional companies for the 
implementation of basic and advanced training 
programs within Australia. Priority will be given to 
programs providing wide access to theatre 
professionals.
Overseas Travel/Study:
Assistance to professional theatre personnel to travel 
overseas for work or study programs unavailable 
in Australia. A small number of grants are available 
for outstanding applicants—a maximum of $2,000 
for any one grant.
Choreographers’/Designers’/Directors’ Development:
Assistance to artists of proven potential for personal 
development programs within Australia, as 
Choreographers, Designers or Directors.
For details and application forms contact:
The Secretary, Theatre Board, Australia Council,
P.O. Box 302, NORTH SYDNEY, NSW 2060.
Closing Dates:
Development:
Training:
Community/Regional Theatre:
15 September, 1980— Decision advised by 
mid-December, 1980.
15 February, 1981— Decision advised by 
30 April, 1981.
Limited Life:
Preliminary proposals may be submitted at 
any time.
Choreographers’/Designers’/Directors’Development: 
Overseas Travel/Study:
15 February, 1981—Decision advised by 
30 April, 1981.
C o n g ra tu la tio n s
Richard Whcrrctt
and
George Whaley
Dancing directed by George Whaley was awarded a Diploma of 
Merit at the 1980 Melbourne Film Festival
The Girl Who Met S im one de Beauvoir in Paris directed by 
Richard Wherrett was a finalist in the Greater Union Award for fiction 
at the Sydney Film Festival
These two short Australian films were among seven directed by theatre people with no 
previous experience with film before taking part in a 15-month experimental course devised 
by the Australian Film and Television School intended to produce a cross-fertilization of 
ideas and experience
Australian Film and Television 
School
Box 126 FO, NORTH RYDE New South Wales 2113 
Box 373 PO, NORTH MELBOURNE Victoria 3051
Telephones: (02) 887 1666; (03) 328 2683
The Jigsaw Theatre Company 
PRESENT
700,000
A farcical chase into the black hole 
of unemployment
BY JOHN R0MERIL
Available for Clubs, Pubs, Meetings, Anywhere 
- We come to you -
RING (062) 470781
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Sisterly feelings — 
wizardry and 
insight
By Irving Wardle
Among the other puzzles Alan 
Ayckbourn sets the reviewer in Sisterly 
Feelings (National Theatre) is whether one 
speaks of it in the singular or the plural.
It all hinges on a bet between two sisters. 
Abigail and Dorcas, first seen having a bad 
time with their regular partners on the 
waterlogged occasion of their mother's 
funeral, and both fancying an affair with 
the bronzed and unattached Simon. To 
settle this delicate matter they throw a 
coin. Heads and Abigail gets him, to the 
gentlemanly chagrin of her inexorably 
ironic spouse; tails and Dorcas has him. to 
the besotted despair of her inarticulate 
poet boyfriend. The piece thus has two 
variant second and third acts; and as a 
rainstorm at the end of the second act gives 
the winner the chance to think again, you 
have to see the production four times to 
exhaust all the possible permutations.
This kind of thing is what has given 
Ayckbourn a reputation for "ingenuity", 
and 1 wish there were a less belittling term 
for the seamless combination of technical 
wizardry and unforced human insight to 
which he alone has the key. Physical 
obstacles are what activate his invention, 
and the structure of this piece is really an 
answer to the question of why the family 
should assemble five times on the same 
stretch of muddy hillside. Finding the 
pretexts also releases plot and character. 
We thus proceed to a stormy picnic, a night 
under canvas (for Abigail), a cross-country 
run (for Dorcas), and a wedding party 
finale which fits either of the middle acts 
equally well and restores the sisters to their 
status quo. The variant stories are rich in 
ironic overlaps and contrasts, like those of 
the Norman Conquests. For instance, 
when Dorcas is flying a kite she brings it 
down perfectly; when Abigail flies it, it 
crash-lands into a tree.
As in ordinary life, the piece develops in 
answer to physical contingencies, and this 
prevents Ayckbourn from ever playing the 
god with his characters: he is too busy
getting them out of one tight spot after 
another. What kind of man, for example, 
would switch so easily between the two 
girls? A narcissist, of course; and as soon as 
Stephen Moore (Simon) jumps down 
between them — offering a mock-modest 
sample of the gymnastics to come — you 
get his number.
At the same time, the variant 
developments of the story push the 
characters in opposing directions without 
ever distorting their basic identity. Simon 
the amiable camper becomes decidedly 
uns ympa t he t i c  as an a r r ogan t l y  
competitive runner. Stafford, the tongue- 
tied poet, remains a slovenly outsider in 
one version, only to blossom in the other 
into a keen young sports reporter in violent 
check suit and oxblood trilby. Such 
transformations also overtake characters 
not personally involved in the game of 
chance: such as the lugubrious Uncle Len, 
a tireless police officer given to voicing 
opinions like "It's a free country" in tones 
of deepest regret, and converting every 
family gathering into a criminal 
investigation; but with the cross-country 
run, even this one-track fanatic branches
into new territory as a sports fan.
The production, by Christopher 
Morahan and the author, is superbly cast 
and elaborates the textual challenges into 
intricate physical comedy. Moments like 
that of an invisible wasp pestering its way 
through the picnickers, a practice duel 
between two rival runners, or the spurned 
poet’s stealthy invasion of the picnic (his 
startled bespectacled head popping 
through bushes on every side) are what 
make up the fabric of the show. You may 
emerge at the end reflecting on the 
accidental nature of human relationships, 
but the route counts for more than the 
destination; and if there is any hero it is 
Alan Tagg’s set, at once a fine piece of 
open-air naturalism and a trampoline for 
the company.
Australian readers may be glad to learn 
that after the lingering death of The Club 
at the Old Vic, David Williamson’s 
Travelling North has opened to a 
deservedly enthusiastic welcome at the 
Lyric, Hammersmith. The production is 
by Michael Blakemore, and if the Nimrod 
cast were still around 1 think they would 
have applauded too.
Penelope Wilton (Abigail) ant! Anna Carteret (Doreas) in the NTs Sisterly Feelings. Photo: 
Nobby Clark.
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Susan Saraiulan and Edeen Brennan in A Coupla White Chicks Sitting Around Talking. 
Photo: Brigitte l.aconthe.
W hen Less Is 
M ore
By Karl Levett
Recently Off-Broadway has been 
admirably demonstrating that getting back 
to essentials can be a rewarding 
experience. (The word "rewarding" is 
meant in all its connotations, for much of 
this minimising has a practical economic 
motivation.) But by one of the wonderful 
paradoxes characteristic of the theatre, 
when less is at hand it often seems to 
stimulate more imagination, more creative 
effort.
New York has recently been treated to a 
"back to basics" course from Peter Brook 
and his le Centre International de 
Creations Theatrales. At La Mama’s 
Annex the company presented the same 
three plays seen earlier this year in
Australia: I'os/Uhit, The Ik, and The 
Conference o f the Birds. Brook strips 
everything down to the essentials 
costumes, properties, settings and 
especially texts. The imaginative use of two 
cable reels in Uhu to create a dozen 
different theatrical effects is indicative of 
Brook at his best. All three plays give 
evidence of a distillation process, with 
impurities and extraneous material being 
refined over a lengthy period.
The resulting purity and creative force of 
Brook's troupe cannot be disputed. More 
questionable, however, is the dependence 
upon narrative rather than enactment and 
Brook’s fondness for the sweeping 
metaphor to give universal import to his 
dramas. With this reaching for archetypal 
significance. Brook seems to be feeding 
caviar to the general while starving the 
particular.
A much more down-to-earth exercise, 
but still one with ambitions is Tintypes at 
the Theatre of St Peter’s Church. This is a 
delicious revue conceived by Mary K.yte 
that uses a cascade of period songs to give a
picture of life in New York at the turn of 
the century. The beautifully balanced cast 
of five sing, dance and change characters 
with the ease of changing hats. We see 
immigrants, suffragettes, factory workers, 
Teddy Roosevelt, actress Anna Held and 
many more. This juxtaposition of known 
and unknown is matched by the selection 
of fifty songs that are remarkably tuneful 
and evocative. All the production elements 
of Tintypes have been kept in scale to 
create a small but many faceted gem. It is a 
gem that Broadway already has its eyes on 
for the Fall season and it's to be hoped that 
in the journey across town to the bigness of 
Broadway this delicate package will not be 
damaged.
Delicacy is not too evident in another 
Off-Broadway success, John Ford 
Noonan's A Coupla White Chicks Sitting 
Around Talking. This two-woman comedy 
shows how a housewife, a newcomer from 
Texas, changes the life of her Westchester 
neighbour. The premise and its results 
seem more suitable for TV sit-com. and 
indeed there’s a nagging suspicion that this 
might be the reason for the play's success. 
This TV effect is heightened by the piece’s 
lack of credibility, despite a terrific set that 
includes not only the kitchen sink but hot 
running water to use in it. What credibility 
does exist comes from Eileen Brennan who 
as the Texan gives a comic performance 
that is refreshingly eccentric while still 
being totally controlled. She makes the 
predictable seem unpredictable no 
mean feat. The same theme of two 
women’s interaction was shown to funnier 
advantage in These Men, directed by Zoe 
Caldwell, which came and went earlier in 
the season. Meanwhile White Chicks has 
enjoyed considerable success. I suppose 
one should not look for justice in the 
theatre, even in small packages.
Perhaps this injustice has been redeemed 
in the Theatrical Scheme of Things by the 
discovery of a new young playwright Bill C 
Davis. His Mass Appeal at the Manhattan 
Theatre Club is his first full-length work 
produced in New York. Again there are 
only two characters: a complacent middle- 
aged priest and a rebellious young 
seminarian. From standard opposing 
positions at the beginning of the play, 
Davis is able through a series of exchanges 
to turn the characters inside out. By the 
end of the evening we have an unholy 
(Continued over page)
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alliance of sorts and along the way we 
move from the specifics of the Catholic 
Church to the nature of survival and of 
love within that organisation.
It is a serious theme, but such is Davis' 
craft that he has each character forcing a 
sense of proportion upon the other, and 
the result for the audience is a great deal of 
laughter. I hese laughs arise so logically 
from the complexities of character 
revealed that they seem consistent with the 
play's serious purpose even adding a 
further dimension to it.
As the seminarian Eric Roberts is all 
awkward honesty, while hinting at 
suppressed hysteria just below the surface. 
As the priest Milo O’Shea is giving one of 
the best performances on view in New 
York. It is a comic portrayal with just a 
touch of the tragic to it, displaying a 
precision that is a joy to behold. The play is 
the directorial debut of actress Geraldine 
Fit/gerald and she steps into stage centre in 
one bound.
Although the actors and director have 
done right by their author, it is, in the final 
analysis, the author w ho has done right by 
them. Bill C Davis is a discovery. He says 
he has seven more full-length plays in his 
trunk. I he one he has given us. Mass 
Appeal, may be a small package but it’s the 
most corn icing reminder in many a season 
that less can be more. hrie Roberts and M ilo O ’Shea in Mass Appeal.
CONFERENCE &  
THEATRE FORUM
Chairman DAVID WILLIAMSON
SUBMISSION of SCRIPTS 
for 1981 CONFERENCE
Six new Australian plays will be professionally workshopped and a 
further number of new Australian plays will be given rehearsed readings 
during the 9th annual conference to be held from 25th April to 10th 
May, 1981. The plays will be selected from scripts submitted to the 
Conference for assessment by an expert Reading Panel and final choice
by the Artistic Director.
Closing date for submission of scripts is 
14th November, 1980
An application form must be completed by writers wishing to submit 
scripts for consideration. Application forms and further information can
be obtained from:
Australian National Playwrights Conference 
8th floor, 36-38 Clarence St., Sydney. 2000 
Telephone (02) 29-1818
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CYRANO DE BERGERAC
by Edmond Rostand _____________ _
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66Cyrano was an immediate success 
and at the height of his glory, Rostand 
was lavished with praise and extolled 
as the new Victor Hugo.”
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Edmond Rostand was born to a well-to-do family in 
Marseilles on April Fools’ Day 1868. After studying law, 
Rostand worked in a bank. In 1890 he married and 
published his first volume of verse. After the failure of 
his poetry he turned to the stage and wrote Les 
Romanesques (1894), a witty reworking of the Romeo 
and Juliet story which was later used as the book for the 
long-running musical The Fantastiks. This was followed 
by La Princesse Lointaine (1895), a play about 
troubadour love. From the world of the troubadours he 
moved to the world of the Bible in 1897 with his play La 
Samaritaine. Both these plays underline Rostand’s
Hamlet and Lorenzaccio). Rostand’s last play Chantecler 
(1910) — written after an absence of ten years from the 
stage — was also written for Coquelin, though he never 
lived to play it. A slight, unfinished play La Derniere 
Nuit de Don Juan was published posthumously. 
Whatever term we wish to give to Rostand’s theatre, 
ultimately, it gave rise to no movement, and even at the 
height of its popularity, it was fighting a losing battle 
against the sterner, less facile theatre of Naturalism.
In 1918, during the Armistice celebrations, Rostand 
caught a cold and died of pneumonia at the age of fifty. 
A genial and kind man, the only aggressive act of his life
“I f  he had had a big nose then at least he would 
have had something in common with his erudite, 
brave, witty, literary hero. ”
attraction for the then fashionable Symbolist movement. 
(One of Rostand’s favourite painters was Weber, a very 
minor Symbolist master, whom he commissioned to 
decorate the drawing room in his residence near 
Biarritz).
Elements of this Symbolist taste undoubtedly colour the 
neo-Romanticism of Rostand’s theatre, even in Cyrano 
de Bergerac, his most overtly Romantic play. L ’Aiglon 
(1900), a play about Napoleon’s son. is very much 
in the Romantic manner. Its title role was created by 
Sarah Bernhardt, who was then in the habit of essaying 
some of the great male roles (she had already played
was to challenge to a duel the brilliant writer Raymond 
Roussel, who had said of Rostand that “if he had had a 
big nose then at least he would have had one thing in 
common with his erudite, brave, witty literary hero.” 
Cyrano de Bergerac was, of course, Rostand’s greatest 
literary creation and was first presented at the Porte 
Saint-Martin Theatre, Paris, on December 28, 1897. It 
was an immediate success and at the height of his glory, 
Rostand was lavished with praise and extolled as the new 
Victor Hugo. Rostand was elected into the Academie 
Française in 1901, becoming one of its youngest-ever 
members.
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THE CYRANO OF HISTORY
The historical Savinien Cyrano de Bergerac was born in 
Paris, 1619, the son of a lawyer. Three years later his 
family moved to their estate just out of Paris, part of 
which included the small fief of Bergerac. Despite what 
Rostand’s play may tell us. Cyrano was not a Gascon and 
had no connection with the town of Bergerac on the 
Dordogne (though now the town has a “Hotel Cyrano” 
and sells picture postcards of Rostand’s big-nosed 
imposter).
After an education at the College de Beauvais (during 
which time he met his life-long friend and future literary 
executor, Henri Le Bret), where he acquired a good 
education and a hearty dislike of arbitrary authority, he 
began to mix with the literary Bohemian culture of the 
period. Eventually he joined M de Carbon de 
Casteljaloux’s company of guards, where he earned a 
reputation as a quarrelsome fellow prone to duelling. 
During the Thirty Years’ War, he was shot and wounded 
at the siege of Mouzon, 1639, and a year later he was 
wounded again at Arras. Realising he was tempting fate 
if he stayed a soldier any longer, he abandoned his 
military career and in 1641 returned to a life of study, 
during which time he attended, possibly along with 
Moliere, the classes of Gassendi, an Epicurean 
philosopher, mathematician and free-thinker.
Exploits of the period, according to Le Bret, included 
routing a band of one hundred hired ruffians in order to 
protect the poet/songwriter Ligniere. Even a dear friend 
like Le Bret is hard put to hide Cyrano’s faults, which 
included an extravagant vanity, a sycophantic attitude to 
any potential patron, and an ill-tempered disposition.
Although he was a serious writer and student, Cyrano 
indulged in a rather dissolute way of life which included 
gambling (a hobby that quickly helped impoverish his 
father) and whoring, the latter resulting in a stubborn 
case of syphilis. A comedy Le Pedant Joue, from which 
Moliere stole sections, was written during these years, as 
was a series of literary letters (Lett res Diverses, Lett res 
Satiriques and Lett res Amoureuses) which were exercises 
in witty elegance and invective. The tragedy La Mort 
d'Agrippine, mentioned briefly in Rostand’s play, was 
staged during his lifetime but had to be taken off when it 
was the centre of a scandal over an innocent phrase 
which was taken as an insult to the Eucharist. L ’Autre 
Monde, his most famous work, was published 
posthumously in 1657, and it is parts of this fantastic 
novel that Rostand has Cyrano use in Act Three to 
describe his journey to the moon.
Fate, or perhaps an enemy in the guise of that peculiar 
jester, caused a wooden beam to fall on Cyrano’s head 
one day as he was entering his patron’s house. He never 
really recovered from the blow and, with the syphilis 
(which had kept him from females for the last ten years 
of his life), it wasn’t surprising that in July 1655, at the 
age of thirty-five, he died at the house of his cousin, 
Pierre de Cyrano. For three centuries he had to endure 
anonymity, plus his all too popular, monstrously-nosed 
imposter (the nose of the historical Cyrano, although 
large, was not as preposterous as that of Rostand’s hero), 
before he received the recognition he deserved. His 
literary position is now acknowledged, so much so, in 
fact, that he is now a more highly regarded author than 
Rostand himself.
The Others
If Cyrano was fortunate in being able to rediscover his 
historical self, others were not so lucky. Roxane, 
Christian, De Guiche, Ragueneau were transformed by 
Rostand’s literary imagination, which made friends of 
strangers, provided natures that were foreign to the real 
person, made innocents experienced and gave youth to 
those who were, at the time of the events the play 
narrates, into middle age.
After the premiere of the play many people were critical 
of these transformations, and in 1898 Emile Magne 
published a book called Les Erreurs de documentation 
de “Cyrano de Bergerac” pointing out the historical 
errors he had found. Rostand defended himself, saying 
he was entitled to poetic licence, and besides, historical 
details were unimportant as a literary work was not 
history. Even the critics could not deny that his 
evocation of the spirit and colour of seventeenth century 
France is excellent.
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Zacharie Jacobs, heller known as the actor Moni/leury (circa 1650).
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FAMOUS CYRANOS
Whenever one thinks of Cyrano de Bergerac, one always 
thinks of the actors made famous by their performances 
in the title role. Coquelin’s performance in the original 
production of the play, which was written especially for 
him, was regarded as one of the great achievements of 
the nineteenth century. America grew very fond of the 
main character through the splendid performances of 
Walter Hampden. Between 1923 and 1936 he played the 
role 991 times. By comparison, Coquelin played Cyrano 
927 times in Paris alone. Just after the second world war 
England found its Cyrano in Ralph Richardson, who, in 
Tyrone Guthrie’s production, gave many memorable 
performances. More recently Christopher Plummer 
(1962), Edward Woodward (1970), Frank Langella (1971) 
and Keith Michell (1975) have earnt much acclaim for 
their acting in the title role. However, for many people, 
it has been Jose Ferrer’s performance in the 1950 film (a 
rather deliriously fast-paced version that accentuated the 
sword fights and the lack of money used to finance the 
project) that has made the part and the play even more 
well known.
Reading the reviews of the performances by these very 
different actors, one realises that the role of Cyrano de 
Bergerac, far from being a stereotype, is open to a great 
variety of valid interpretations, whether it be Coquelin’s 
cultivation of the literary side of his cynically dashing 
character, Hampden’s lovable swashbuckler, Jose Ferrer’s 
strutting, sincere, but ultimately sad character, Ralph 
Richardson’s human, witty and very English Cyrano, 
Plummer’s sardonic poet or Langella’s limpid poetical 
character. It’s easy to see that one of the most important 
qualities of the play is the amount of room it allows a 
good actor, resulting in many great performances, even if 
the play is not so admired. Max Beerbohm said of 
Coquelin’s performance in The Saturday Review (1898): 
“Even if anyone does not like the play, it will be 
something, hereafter, to be able to bore one’s 
grandchildren by telling them about Coquelin as 
Cyrano.” Const ant Coquelin as the firs t Cyrano. 1X97.
CYRANO AT THE COM EDI E-FRANC AISE
Cyrano de Bergerac came into the repertoire of the 
Comedie-Francaise in 1938, and since then it has been 
performed there 854 times. Indeed, such is the popularity 
of the play that in the last twenty-five years only 
Moliere’s Bourgeois geniilhomme has been presented 
more frequently. (In 1964 a new production by Jacques 
Charon received no fewer than fifty curtain calls on its 
opening night!). The play has become so closely 
associated with the Comedie-Francaise that it is now part 
of the tradition of that venerable institution.
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IMPORTANT DETAILS
For a better understanding of the 
play, the following notes are useful: 
¡’Hotel de Bourgogne.
The first Act is set in a theatre 
called the Hotel de Bourgogne. The 
name derives from a theatre built on 
the site of the Paris residence of the 
Dukes of Burgundy. ( Hotel as used 
here with the meaning of ‘mansion’ 
or ‘town house’.) The Hotel de 
Bourgogne’s role in the history of 
French theatre is unique. It was 
France’s first theatre and it was here 
that Racine’s plays were presented.
Its chief rival was the Marais theatre 
where Corneille’s le Cid first played 
in 1636. A later rival was Moliere’s 
theatre which was established in 
Paris in 1658. The Comedie- 
Francaise was not founded until 
1680. The general atmosphere of the 
Hotel de Bourgogne was pretty 
much as Rostand has pictured it: a 
dimly lit hall, rough noisy crowds 
consisting of the usual theatre goers, 
plus thieves, drunkards, card-players 
and soldiers. Brawls were frequent 
and fencing not uncommon. 
Richelieu’s edicts against arms in the 
theatre were not taken seriously. An interior view o f the Hotel de Bourgogne (Abraham Bosse, circa 1650).
Performance Times
In 1609, by royal ordinance, it was 
required that in winter plays should 
begin at 2.00 pm and end not later 
than 4.30. The beginning was later 
moved to 5.00 pm because of the 
afternoon church service.
The Precious Ladies
The precieuses were society ladies of 
the time who developed a rather fey 
and ornate way of speaking and 
behaving. They generally belonged 
to salons and thought of themselves 
as knowing the secret of perfect 
feminine grace. They developed a 
self-styled mystique that blended 
other-worldliness, pampered 
fragility, artfulness and literary
pretension which resulted in them 
sighing over shallow literature and 
speaking in contrived, ridiculous 
metaphors. The exaggerated but 
serious imitations of this mystique 
by provincials are ridiculed in 
Moliere’s les Precieuses ridicules 
(1659). Such feminine pseudonyms 
as Barthenoide and Felixerie used in 
Cyrano de Bergerac are very much 
in the tradition of the precieuses. 
Rostand’s satire is very gentle 
compared with Moliere’s however.
Gascon oaths
In Act Two we hear the oaths, 
sandious! Mille dious! Capdedious! 
Mordious! Pocadedious! All are 
perverted forms of well known
oaths, Sang de Dieu! Mille dieux! 
Mort de Dieu! Par la tete de Dieu!
Arras (Act Four)
A city in the north of France. It had 
fallen into the hands of the Spanish. 
In 1640 Richelieu ordered the city 
besieged. It capitulated after nine 
days and remained a part of France.
Scapin (Act Five)
The reference is to Moliere’s play les 
Fourberies de Scapin. This play was 
first performed in 1671 and not in 
1655 as Rostand implies. A 
comparison of Moliere’s play (Act 
Two, scene 7) and Cyrano’s Pedant 
joue (Act Two, scene 4) reveals how 
much the former borrowed.
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The Translation by Louis Nowra
Although the original French is in rhyming alexandrines,
I have tried to reproduce the couplets only in the fencing 
ballade and Cyrano’s recitation of self-insults in Act One. 
As the occasional full rhyming translations have proved, 
English has neither the flexibility nor the delicacy of 
French, and such attempts are salutory warnings that 
English rhyme is not only clumsy and obvious, but, even 
when well used — especially when triple or quadruple 
a facile tour de force. The best examples of rhyming 
couplets in English are those that are muffled into slant 
rhyme or assonance, of which there have been few 
masters. The real pity of this is that English cannot hope 
to duplicate the best feature of Rostand’s play: its 
astonishingly beautiful use of the French language.
Illustration from the first English edition o f  Cyrano de Bergerac's l. Autre Mode.
Panache
Panache is the last word in Rostand’s play. Literally it 
means the plume of feathers on a hat or military helmet, 
or even just a tuft of feathers. The English meaning of 
the word is close to the figurative sense of the French. 
When someone is said to have panache, we think of 
them as having dash, style and sophistication. In the 
French, however, panache is a quality that also takes in 
courage, gallantry, independence, pride and superiority.
It is this kind of panache that Cyrano bequeaths to 
posterity at the end of the play; a quality that will outwit 
death. In his reception speech to the Academie, Rostand 
defined it as ‘‘/'esprit de bravoure.” I have kept the word 
panache in the translation in the hope that, unlike the 
usual anaemic translations which diminish the splendid 
resonances of the original by calling it “white plume”, my 
usage is closer to the spirit of the original.
(Note: A delightful irony: Both the Cyrano of history 
and the Cyrano of Rostand’s imagination were interested 
in astronomy and would be no doubt pleased to discover 
that a second definition of panache in English is an 
astronomical term meaning “a plume-like solar 
protuberance”).
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H I D F f T H P
RICHARD WHERRETT
Richard was appointed in May 1979 as the Director of 
The Sydney Theatre Company for a three year term. In 
1965 he went to England and tutored at RADA,
LAM DA and E15 and also worked with various 
repertory companies. In 1970 he returned to Australia 
and became Associate Director at the Old Tote Theatre 
Company where his productions included The Resistible 
Rise o f Arturo Ui (televised by the ABC) and The Man 
o f Mode.
He has been associated with Nimrod Theatre from its 
beginning in Christmas 1970 and became Co-Artistic 
Director in 1974. He co-directed there Hamlet (also 
televised by the ABC). Peter Handke’s The Ride Across 
Lake Constance, Richard III, Fanshen, Rock-ola, Henry 
IV  and The Sea. Other productions include Tennessee 
Williams’ A Streetcar Named Desire for the Old Tote 
Theatre Company, Once In A Lifetime for NIDA and 
PS Your Cat Is Dead by James Kirkwood for the 
Adelaide Festival Trust.
Richard directed for the Nimrod Theatre Steve J. 
Spears’ highly successful The Elocution o f Benjamin 
Franklin which has toured Australia, to London and San 
Francisco, and opened off Broadway in March 1979. It 
subsequently won OBIE’s for Best Play, Best Direction 
and Best Actor.
Richard has just completed his first film, an adaptation 
of Frank Moorehouse’s The Girl Who Met Simone De 
Beauvoir In Paris.
JOHN BELL
John first played the title role in Hamlet for the Old 
Tote Theatre Company in 1963. He spent from 1965 to 
1970 working in England mainly as an associate artist of 
the Royal Shakespeare Company. Back in Australia he 
directed the original production of The Legend o f King 
O'Malley and in December of 1970 he and Ken Horler 
founded Nimrod Theatre. As co-Artistic Director of 
Nimrod his many productions include Peter Kenna’s A 
Hard God, Louis Nowra’s Inner Voices, Ron Blair’s The 
Christian Brother which after an initial tour, played a 
London season in 1979, David Williamson’s The Club 
which has also recently concluded a very successful 
season in London, and Shakespeare’s Macbeth, Much 
Ado About Nothing and Romeo And Juliet. His many 
acting roles include the title role in The Resistible Rise 
Of Arturo Ui, Satin in Lower Depths for the Old Tote 
Theatre Company; Hal in Henry IV, Richard in Richard 
HI, and Hatch in The Sea for Nimrod. He has also 
featured in a number of film and television roles. Most 
recently he has directed The Oresteia for Nimrod.
THEA TRE A USTRA L IA  19X0 9
Translation: LOUIS NOWRA
Louis is the author of the plays 
Inner Voices and Visions. He also 
wrote the novel The Misery O f Beauty 
and the documentary book The 
Cheated. Two new plays will be 
produced this year; Inside The 
Island in August at the Nimrod 
and The Precious Woman by the 
Sydney Theatre Company. His other 
translations include The Prince Of 
Homburg.
Music: SARAH DE JONG
Sarah has written music for the 
plays Inner Voices and Visions and 
for the One Extra Dance Group’s 
ballet The King Stag (1979).
Recently she wrote the music for the 
short films By Night and The 
Wedding. Presently she is engaged in 
writing the music for Inside The 
Island and The Precious Woman.
She is also writing a commissioned 
full length ballet score. At present 
she is on a Music Board grant 
researching theatre music.
Lighting: KEITH 
EDMUNDSON
Keith Edmundson, until recently 
Lighting Designer and Technical 
Director for the Old Vic Theatre 
Company, formerly Prospect 
Theatre Company, arrived in Sydney 
with Toby Robertson’s production 
of Hamlet. This was the third time 
he’d visited Australia and this time 
he decided to stay. He is currently 
lecturing in Lighting and Sound at 
NIDA and while he has been in 
Sydney has lit for Nimrod — Bullies 
House and House O f The Deaf 
Man; for Sydney Theatre Company 
— Close Of Play and No Names. . .  
No Pack Drill; and at the Seymour 
Centre Robyn Archer’s A Star Is 
Torn.
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Settings: JOHN STODDART
John was born in Sydney and 
graduated as an architect from the 
University of Sydney. After working 
in London for several years as an 
architect he started to design for the 
theatre in 1967. Since then he has 
worked mainly in opera.
His work in Great Britain includes 
Cosi Fan Tutte, The Marriage Of 
Figaro, Der Rosenkavalier, The 
Merry Widow, The Turn Of The 
Screw, The Rape Of Lucretia and 
Alceste for Scottish Opera, and for 
the English National Opera,
Patience, The Magic Flute and Don 
Giovanni. He has worked in the 
United States where for the 
Washington Opera he designed 
L ’Ormindo and for Houston Grand 
Opera The Barber o f Seville and 
Tancredi.
For the Australian Opera he 
designed The Magic Flute for the 
opening season of the Sydney Opera 
House and in 1975 Ariadne A u f  
Naxos. Also in 1975 for the State 
Opera of South Australia Cosi Fan 
Tutte.
He has been Production Designer 
for three Australian films; The 
Adventures o f Barry McKenzie,
Barry MacKenzie Holds His Own 
and The Getting o f Wisdom. In 1979 
he designed Patience for the 
Australian Opera, La Clemenza Di 
Tito for the Victoria State Opera 
and One Man Show and Werther 
for the State Opera of South 
Australia and in 1980 L ’Ormindo.
Fights: GEORGE WHALEY
George has worked as an actor and 
director in Melbourne and was co­
founder and Associate Director with 
Wal Cherry of the Emerald Hill 
Theatre in South Melbourne, where 
he played such roles as Luther,
Willy Loman, MacBeth and 
Sergeant Musgrave. He won the 1968 
Erik Award for his performance as 
John Proctor in the Melbourne 
Theatre Company’s production of 
The Crucible.
He came to Sydney as a resident 
director of the Old Tote Theatre 
Company after a study tour of 
England, Eastern Europe and 
USSR. He has been Head of the 
Acting Course at NIDA since 1976 
and has directed the NIDA/Jane 
Street productions of On Our 
Selection which transferred to the 
Nimrod Theatre and Waiting For 
Godot. His most recent stage 
performance was in the Nimrod 
production of Jumpers at the end of 
1978. He has just completed the 
x heatre Directors course at the Film 
and Television School and made a 
film called Dancing.
Costumes: LUCIANA 
ARRIGHI
Luciana has worked often with Ken 
Russell in television for BBC on 
Isadora, Rousseau and Rossetti and 
the feature film Women In Love as 
well as Sunday Bloody Sunday for 
John Schlesinger. She then returned 
to Australia to design The Night 
The Prowler for Jim Sharman as 
well as the Paris Theatre season and 
more recently the costumes for 
Death In Venice for the 1980 
Adelaide Festival. Her latest success 
is My Brilliant Career which has 
won two design awards — the 
Australian Film Institute and the 
Sammy.
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Your
new  b eer
You can stay
with Tooth LA.
Lowest in alcohol. Low In calories.
%m m
CYRANO IS ALIVE 
AND WELL...
His restaurant is at 
218 Riley St, Surry Hills 
and is open for Lunch, 
Monday to Friday, 
Dinner, every night 
including Sunday, and 
Supper, Thursday, Friday 
and Saturday.
Ring h im ...  212 5500.
Free parking next door 
under Cambridge Inn.
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ROBIN RAMSAY
Robin began what has become a life 
style, with Twinkletoes the Elf when 
he was nine. In between building his 
house at Bega, and boats in 
Adelaide, he played Fagin in Oliver 
on Broadway for two years when he 
was 25, and went with it to London 
and Tokyo. The musical theatre has 
since presented him as Pontius 
Pilate in Jesus Christ Superstar and 
Mack the Knife in The Threepenny 
Opera at the Opera House Opening.
His solo performance in Bastard 
From The Bush was acclaimed in 
London in 1978, and at Nimrod and 
Adelaide last year, also winning the 
Australian Arts Award. Rodney 
Fisher is working on another one- 
man show for him, / Rode With 
Buffalo Bill!
His films include Mad Dog 
Morgan, Oz — a rock’n’roll road 
movie, and on television, The Ed 
Sullivan Show (in 1964 with the 
Beatles), Percy Grainger for the 
BBC, Two Girls And A Millionaire 
for Thames, and Bedfellows by 
Barry Oakley, to be shown in 
August this year.
This is his fifth play for Richard: 
the others being Rock-ola, Martello 
Towers, PS Your Cat Is Dead and 
The Sunny South.
HELEN MORSE
Helen made her first professional 
appearance as Jo in A Taste Of 
Honey in Jim Sharman’s Cell Block 
Theatre production. She 
subsequently toured New South 
Wales, happily for two years with 
various Shakespearian plays and a 
second production of A Taste Of 
Honey.
A great variety of roles followed, 
some of her favourite are Anna 
Bowers in Lily In Little India for the 
Independent Theatre; Lady Teazle in 
The School For Scandal; Eliza 
Doolittle in Pygmalion for the Old 
Tote Theatre Company, with whom 
she was a permanent member for 
one year in 1971; Nina in The 
Seagull for NIDA; and again 
working with Jim Sharman in 
Terror Australis — an experimental 
revue at Jane St Theatre; two Alex 
Buzo plays: Sandy in Rooted for 
Nimrod and Susan in Tom for the 
Melbourne Theatre Company. More 
recently at Nimrod she played Kate 
Houlihan in A Visit With The 
Family (directed by Richard 
Wherrett) and in Samuel Beckett’s 
Not I, and for the Ensemble 
Theatre, Miss Sadie Thompson in 
Rain.
Film roles have included Amanda 
in Stone, Diane the French school 
mistress in Picnic At Hanging Rock 
and the lead role of a 1920’s 
barmaid in Caddie. Helen has just 
completed filming A Town Like 
Alice, a television series which we 
can all look forward to viewing later 
this year.
ANDREW McFARLANE
Andrew left NIDA in 1973 and went 
directly into a continuing role in 
Division 4 for Crawford 
Productions. More recently for 
Crawfords he played John Sullivan 
in The Sullivans for sixteen months 
as well as the telemovie The John 
Sullivan Story. Also for television 
for the ABC he has played in 
episodes of Behind The Legend and 
Certain Women and the role of the 
Captain in the series Patrol Boat. 
For film he played the lead roles in 
the feature Break Of Day, and the 
Walt Disney production Born To 
Run and most recently in the 
Australian film By Night. He spent 
1975 at the Old Tote Theatre 
Company and has also toured in 
David Williamson’s The Club for 
Parachute Productions, and co- 
starred with Deborah Kerr in The 
Day After The Fair at the Theatre 
Royal.
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CRAIG ASHLEY
Craig worked in 1974 with the Old 
Tote Theatre Company, playing in 
Three Men On A Horse and The 
Chapel Perilous. Other companies he 
has worked for include the State Theatre 
Company of South Australia in The 
Duchess o f Malfi, School for Scandal, 
All My Sons and Mac Beth: Nimrod in 
Romeo And Juliet; Downstage Theatre 
in Wellington, where his career started, 
in Three Months Gone, As You Like It 
and Well Hung. He has made 
appearances in television dramas 
produced by Crawfords, ABC and 
Grundy Organization.
JON BLAKE
Jon’s career started with playing a 
continuing role in The Restless Years 
for the Grundy Organization. He 
stayed with the production for eighteen 
months. He worked in the original 
Jane Street production of On Our 
Selection and transferred with that 
production to the Nimrod Theatre. He 
recently played a guest role in a 
dramatised documentary titled Slippery 
Slide for the Tasmanian Film 
Corporation. On completion of the run 
of On Our Selection at the Nimrod 
Theatre, Jon joined the Sydney 
Theatre Company as a permanent 
member of the company, commencing 
with No Names... No Pack Drill.
MAGGIE BLINCO
Maggie has been in several plays for 
Nimrod Theatre including Summer Of 
The Seventeenth Doll, The Seagull, 
Well Hung, Mates, Much Ado About 
Nothing and Comedy Of Errors. Also 
Caucasian Chalk Circle for Jane Street 
in the Sydney Theatre Company’s 
interim season in 1979, Lvsistrata for
the Old Tote Theatre Company, and 
Old King Cole for the Australian 
Theatre for Young People. On 
television she has appeared in several 
productions for the ABC including 
Redheap (Norman Lindsay Festival), 
Alvin Purple, Certain Women, One 
Day Miller, Timelapse and Chopper 
Squad for the Grundy Organization. 
Maggie has been in five films; David 
And Pvwacket, Karl Marx, Scobie 
Malone, The Night The Prowler and 
The Earthling.
ROBIN BOWERING
Robin trained at the Guildhall School 
of Music and Drama, then in repertory 
for the next five years. Joined Anna 
Neagle and Derek Nimmo in Charlie 
Girl in London. Then to Australia 
where he was Assistant Director on 
Charlie Girl in Melbourne and he 
stayed with JC Williamson’s for about 
two years, appearing in their 
production of No No Nanette and The 
Mating Season, which he also directed 
in New Zealand.
The next few years saw him work for 
the Old Tote Theatre Company 
interspersed with television work for 
the ABC and Crawford Productions. 
During 1976-1977 he worked on three 
film projects in New Zealand, one 
being Died In The Wool by Ngaio 
Marsh, which starred George Baker of 
/  Claudius fame. Robin has just spent 
two and a half years with the State 
Theatre Company of South Australia. 
He completed work on the feature film 
The Survivor directed by David 
Hemmings a few days ago.
BRANDON BURKE
After graduating from NIDA in 1976, 
Brandon played in the Old Tote’s 
productions of The Magistrate and The 
Alchemist. The continuing role of 
Tony Moore in Glenview High 
(Channel 7) and the film The Odd 
Angry Shot followed. With the Nimrod 
Theatre he appeared in A Visit With 
The Family and American Buffalo and 
also worked in Marian Street’s The
Murder Room. Since joining as a 
permanent member of the Sydney 
Theatre Company, Brandon has been 
in The Sunny South and played Tiger 
Kelly in No Names... No Pack Drill.
STUART CAMPBELL
Stuart graduated from NIDA in 1974. 
Amongst his film credits are Caddie 
and Weekend Of Shadows. He has 
appeared in most Australian television 
series. For the Old Tote Theatre 
Company Stuart played in Ivanov, The 
Shrew, The Wolf, The Father and for 
Nimrod No Man's Land, The Duchess 
o f Mai ft, Galileo and Pirates At The 
Barn.
LINDA CROPPER
Linda went directly from school to 
NIDA where she graduated in 1978. In 
1979 she joined The Hunter Valley 
Theatre Company where she played 
Sally Bowles in Cabaret and appeared 
in Under Mi Ik wood and The Miracle 
Worker. Then back in Sydney she 
joined the Music Hall’s production of 
Lost To The Devil until January this 
year.
PETER FLETT
Peter has a strong background in stage 
and television acting and was an 
original member of the Sitmar Cruises 
- Theatre On The Sea programme 
touring to Japan, Hong Kong and the 
South Pacific. He was a member of the 
Melbourne Theatre Company for their 
twentieth anniversary season in 1973, 
which included Jumpers, Mother 
Courage and The Time Is Not Yet 
Ripe. Among his many television roles 
have been Dr Woods in the original 
series of Rush for the ABC and Robert 
Piper in Red Heap also for the ABC.
14 THEA TRE A USTRA LIA  1980
He also played sustaining roles in 
Number 96 and Class o f 75 along with 
guest appearances in most locally 
produced television series. Peter’s 
appearance in Cyrano de Bergerac is 
his first on the Sydney stage since his 
return from Iran last year.
GREG FORD
Greg commenced learning violin at the 
age of thirteen and two years later won 
a scholarship to the Conservatorium 
(Sydney) where until 1976 he attended 
the Conservatorium High School.
After leaving school he spent six 
months working as a principal player 
in the Queensland Theatre Orchestra 
before returning to Sydney to 
commence the DSCM course at the 
Conservatorium. During the past few 
years he has worked as a casual in the 
Elizabethan Trust, the Australian 
Chamber Orchestras and the Seymour 
Group. He hopes to work and study 
overseas in the near future. Greg’s 
previous dramatic experience has been 
limited to the painful role of a tree in 
The Importance o f Being Earnest.
IAN KENNY
Ian graduated from Darling Downs 
Institute of Advanced Education 
(Queensland) Performing Arts Course 
at the end of 1979. Since then has 
travelled Australia with the Norman 
Gunston film crew for two months. Ian 
has appeared in The Restless Years, 
Winner (ABC) and A Town Like 
Alice. Cyrano de Bergarac is his first 
stage role in Sydney.
WILFRED LAST
Wilfred was a founding member of 
Melbourne’s Pram Factory Theatre, he 
has worked with the resident company
- The Australian Performing Group, as 
actor and director over several years. 
Last year he appeared in the Pram’s 
premiere of Stephen Sewell’s Traitors 
(seen recently at Nimrod) and in The 
Woman by Edward Bond. He also 
acted in and directed a season of short 
plays by Melbourne writers Barry 
Dickins and Phil Motherwell, later 
appearing in and directing English 
writer Howard Brenton’s bitter satire 
of personal relations Sore Throats.
BILL McCLUSKEY
Bill was born in Scotland in 1950. He 
arrived in Australia in 1955 and 
studied theatre arts at the West 
Australian Institute of Technology. 
Then came a move to Sydney where he 
trained at NIDA, graduating in 1978. 
Since leaving NIDA Bill has spent a 
season with the Salamanca Theatre 
Company in Tasmania. Other 
companies he has worked with include 
the Griffin Theatre Company in 
Ruffian on the Stairs and Sydney 
University Theatre Workshop in 
Brittanicus directed by Rex 
Cramphorn. He has made appearances 
in television dramas produced by Lyle 
McCabe Productions, Grundy 
Organization, the ABC and we can 
look forward to his appearance in two 
films; Man On The Edge Of The 
Freeway and Manganinnie.
PHILIP PARR
Philip was a first year arts student at 
Sydney University. Has performed as 
an actor and musician and has 
composed for university and school 
productions. He sang as treble for the 
Australian Ballet in A Midsummer 
Night's Dream and for the ABC 
production of Massenet’s opera 
Werther. He performed the music for 
SUDS production of David Hare’s 
Fanshen and for Britannicus by Racine 
for Sydney University Theatre 
Workshop. Philip plays violin, viola, 
recorders, flutes, percussion, crumhorn 
and lute.
VIC ROONEY
Newcastle born and bred, Vic came to 
theatre predominantly through 
productions at the University of 
Newcastle, New Theatre and more 
recently with The Hunter Valley 
Theatre Company where he has played 
a variety of roles including Father 
O’Gorman in A Happy And Holy 
Occasion, Claudius in Hamlet, Jim in 
Flexitime and Frank in Travelling 
North. In 1978 he was a member of the 
company formed by John Tasker to 
present the Peter Kenna trilogy The 
Cassidy Album at the Adelaide 
Festival. He has also worked as a 
television reporter and critic on 
theatre. Film credits include Cathy’s 
Child and The Journalist.
JOHN SHEERIN
John began his acting career through 
his association with the Green Room 
Society while studying Drama at the 
UNSW, performing in such plays as 
Yerma, Roy Murphy Show, Les Darcy 
Show and Saved. He worked with the 
Seymour Centre Theatre Workshop in 
Pierre Cornielle’s Theatrical Illusion 
directed by Rex Cramphorn. Then 
followed the Lady Of The Cornelias for 
the Paris Theatre Company, The Sea 
at the Nimrod then No Names... No 
Pack Drill for the Sydney Theatre 
Company. Interspersed amongst his 
theatre work have been appearances on 
television in Number 96, Young 
Doctors, Love Thy Neighbour and the 
soon to be seen ABC series Spring 
And Fall; and on film in The 
Journalist, Now And Then and The 
Girl Who Met Simone De Beauvoir In 
Paris directed by Richard Wherrett.
ALAN TOBIN
Alan started his career by training as
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an actor in London and after some 
years working in repertory and 
television he came to Australia - 25 
years ago. Since then, he has enjoyed a 
varied career which includes many 
musicials: The Faniastiks, Man Of La 
Mancha, Canterbury Tales, and also 
for JC Williamson’s, Oh, What A 
Lovely War.
The plays he has enjoyed: for the 
Elizabethan Trust, St Joan, The Naked 
Island; for Nimrod, Much Ado About 
Nothing; for Marian Street, Ten Times 
Table; for Queensland Theatre 
Company, Habeas Corpus and the 
recently completed run of Playboy Of 
The Western World; for the Melbourne 
Theatre Company, Threepenny Opera, 
Orpheus Descending; and for the Old 
Tote Theatre Company, Caucasian 
Chalk Circle, The Alchemist and the 
part of Reg in The Norman Conquests. 
Recent television appearances included 
the ABC award winning Top Mates 
series.
GEORGE SHEVTSOV
George studied acting technique under 
Brian Syron. He spent four years in 
the South Australian Theatre 
Company under the Artistic Director 
George Ogilvie, enjoying especially 
working with George Ogilvie, Rodney 
Fisher and Helmut Bakaitis. Of 
particular joy was creating the role of 
John in the world premiere of David 
Williamson’s The Department, playing 
Smithy the Liar in Louis Esson’s Bride 
of Gospel Place, Bill Walker in Shaw’s 
Major Barbara and working with John 
Stride in Coriolanus.
Over the last four years in Sydney 
most of his work has been at Nimrod, 
where playing Silver in Buzo’s 
Makassaar ReeJ and the Father in 
Stephen Berkoff’s Metamorphosis were 
especially satisfying. Elsewhere playing 
in Robert J Merritt’s The Cake Man 
and James Ricketson’s film Third 
Person Plural were important 
landmarks as well as a trip to Mexico 
and USA where in New York he sat in 
on many classes at various studios.
ANDREW TIGHE
Andrew failed first year Arts (including 
Drama) in 1974, so he decided to study 
acting in England. En route, he spent a 
year in South America, by which time 
he couldn’t afford the audition fees, so 
he returned to Australia via Paris 
where he worked for four months to 
finance his return through Asia. On 
arrival in Australia he appeared in 
several successful productions for 
SUDS at Sydney University. He 
auditioned for the Sydney Theatre 
Company and was given a twelve 
month contract, where to date he has 
played roles in The Sunny South,
Close Of Play and No Names... No 
Pack Drill.
ROBERT VAN 
MACKELENBERG
Robert was born of good Dutch New 
Zealand stock. He was awarded the 
1977 Western Australian Critic’s Best 
Actor Award for his performances that 
ranged from Joseph Porter in HMS 
Pinafore to Jamie in Long Day's 
Journey Into Night, from Marlowe’s 
Edward II to Diaghilev in the Perth 
Festival production of Chinchilla. He 
has appeared opposite Richard Todd 
in Equus, Tim Brooke-Taylor in My 
Fat Friend, Bob Grant in No Sex 
Please We're British and Robert 
Morley in The Old Country.
Recently he has appeared in the 
Nimrod production. The Sea, as 
Oberon for the Queensland Theatre 
Company, and Truscott in Loot for the 
Brisbane Twelfth Night Theatre 
Company.
JENNIFER WEST
Born and educated in England, 
Jennifer spent her school holidays 
haunting the Shakespeare Memorial 
Theatre now the Royal Shakespeare 
Company. After leaving drama school, 
appeared at the Edinburgh Festival, 
shortly afterwards joining the Oxford 
Playhouse Company and later touring 
Europe with them in A Midsummer 
Night’s Dream. After two years in
repertory in the West End, marriage 
brought her to Western Australia 
where she appeared in many 
productions from pantomine to Noel 
Coward.
A move to Sydney led to various 
roles in theatre and television - most 
recently appearing in Once A Catholic 
at the Theatre Royal and Lost To The 
Devil at the Music Hall and in the not 
yet released television series A Town 
Like Alice.
PETER WHITFORD
Peter is one of our most versatile 
actors. His career has taken a classic 
route from N1DA to ABC Radio, to 
all forms of theatre, to television and 
more recently film where he has won 
high acclaim for his role of Uncle 
Julius “J .J .” in My Brilliant Career.
He has just returned from Melbourne 
after filming the role T.C. Shallicott in 
the television production of Sumner 
Locke Elliott's marvellous story Water 
Under The Bridge.
Some of the high spots in Peter’s 
career include: leading roles in Butley, 
Season At Saspari/la, Three Sisters. 
The Cat And The Canary and 
Ayckbourn's Just Between Ourselves 
lor the Old Tote Theatre Company; he 
was also in the Marian Street 
productions of The Girl In The 
Freudian Slip and Trap For A Lonely 
Man. among others; and last year 
directed The Murder Room and The 
Chairman there. He has also just 
completed the musical Rum For Your 
Money in the newly renovated theatre. 
He appeared in The Spectre Of 
Wycombe Manor and The Beast of 
Be/grave Square for the Music Hall; 
the Melbourne Theatre Company’s 
production ol Kennedy's Children and 
the Queensland Theatre Company’s 
Hedda Gabler. Peter is also well- 
remembered for his roles of Peter 
Prentiss in the ABC television scries 
I've Married A Bachelor, and Guy 
Sutton, the racing-driver, in No. 96.
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OPERA
Performances in 
Adelaide, 
Melbourne, Perth 
and Sydney
The public release, early in June, of the 
report ofthe Australia Council inquiry into 
opera and music theatre threatened for a 
time to provoke the same sort of hysterical 
and unproductive response that greeted the 
1977 Industries Assistance Commission 
report into the performing arts.
Seemingly, its vision of the opera scene in 
this country half-way through the current 
decade coincided to a remarkable degree 
with my own as expressed in the December 
1979 issue of Theatre Australia, 
particularly as to the most vital problems of 
all — howtoserviceadequately theoperatic 
needs of Sydney and Melbourne without 
imposing a greater financial burden on the 
community than it is prepared to tolerate.
In view of all the noises made in the 
relevant quarters in recent weeks, it seems 
likely that the report of the Australia 
Council inquiry will be embraced with 
relative warmth and that steps will betaken 
to implement it with relative despatch. But 
inevitably there will be difficulties, and 
some of the most potentially controversial 
of them had begun to surface within days of 
public release of the report.
On the Australian Opera side of the 
fence, it was being said that the timetable for 
proposed change was too condensed; that 
the future level of funding proposed for the 
AO was so inadequate as to invite artistic 
disaster; that anyhow commitments had 
already been made for 1981 and beyond 
that were all but impossible to alter even 
now.
South of the border, down Melbourne 
way, they were also grizzling about the 
inadequacy of proposed funding, even in 
the first flush of triumph that they had been 
given exactly what they had demanded — 
pride of place for the VSO in the new arts
centre, together with an astronomical 
projected rate of growth in the number of its 
performances — from 27 in Melbournethis 
year to 157 in 1985, an increase of no less 
than 481 per cent.
And while one would scarcely wish to 
dismiss the AO’s arguments out of hand, or 
to suggest for a moment that the artistic 
excellence so consistently striven for and so 
often achieved over the past few years 
should lightly be compromised, it could 
scarcely be denied that Melbourne is likely 
to be the focal point of operatic problems in 
the years immediately ahead; or that, as a 
result, its grizzlings deserve greater 
attention than the squawks of the AO.
Exclusively a stagione company to date, 
mounting sporadic brief seasons of 
specialist works well removed from the 
heartland of the standard repertory, the 
VSO will have to convert itself into 
something approaching a repertory 
ensemble almost overnight and build up a 
library of stock favorites to fulfil the 
demands of an appetite whetted by regular, 
substantial seasons from the AO over the 
past decade. In so doing, it will of necessity 
be catering for far more knowledgeable 
and demanding patrons than the AO had 
to contend with during its formative years; 
for that company was blessed with the 
luxury of being able to grow along with its 
audience.
Clearly, the VSO is going to need every 
friend and every bit of expertise it can 
muster if it is to duplicate, or surpass, the 
impressive AO/Opera House saga; most 
importantly, now that the die seems to
have been cast wisely at the master plan 
level, it must actively rebuild its bridges to 
and links with the Australian Opera.
Neither party has been guiltless in the 
unedifying rivalry that has ebbed and 
flowed across the Murray River in recent 
years, but nothing could be more stupid 
than to dwell on the rights and wrongs of 
past antagonisms now. The AO must 
gracefully retire to the position of national 
operatic elder statesman, willingly 
extending whatever help it can to its 
younger, less well endowed brethren; the 
VSO has no time to gloat over its victory in 
the skirmish for possession of the new arts 
centre lest it crash ignominiously when the 
curtain is ready to go up there. The time is 
all too short.
Meanwhile, back where it matters most 
— on stage — this was also an exciting 
month featuring a quite good Don 
Pasquale in Adelaide, an intriguing revival 
of The Pearl Fishers in Melbourne as well 
as a new production of The Return o f 
Ulysses, a tantalising Traviata in Perth and 
a night of vocal ecstasy in Sydney.
This last was provided by the new 
Australian Opera production of Verdi’s 
little-known / Masnadieri, featuring Joan 
Sutherland, Donald Smith, Robert 
Allman and Clifford Grant in the major 
roles — not to mention some rousing 
singing from the male chorus and some 
finely articulated  tum pi-tum pi-too  
accompaniment from the Elizabethan 
Sydney Orchestra under the meticulous 
baton of Richard Bonynge.
It was claimed to be the Australian
Donald Smith as Carlo, Joan Sutherland as Amalia in I Masnadieri. Photo: Peter Bertelle.
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premiere season of Verdi’s 11th opera 
(premiered in 1847, immediately after 
Macbeth and four years before the 
spectacular middle period run of great 
workegan with Rigoletto), and even while 
admiring its musical virtues it is easy to see 
why the work has failed to hold the world’s 
stages.
Indeed, it is considerable tribute to 
producer Peter Beauvais and set designer 
Allan Lees that they managed to maintain 
a kind of dramatic continuity throughout 
the nine scenes of the piece, at times — if 
not, unfortunately, always — coping quite 
brilliantly with the problem of the plot’s 
inbuilt disjointedness and incredibility.
/ Masnaclieri literally bubbles over with 
superbly crafted operatic music: exciting 
arias (often supplemented with cabalettas), 
duets, ensembles and choruses abound 
with a profusion that amazes. Yet it is all 
only ear deep: the music never touches the 
heart or comments on the human 
condition in the way that great Verdi, like 
all great opera, does.
The characters are sketched deftly, but 
the details are never filled in satisfactorily. 
In Act I Scene 1 the nice tenor hero (Smith) 
turns brigand when his lying hound of a 
brother falsely informs him he has been 
disinherited. In Act I Scene 2, the nasty 
lying hound of a baritone brother(Allman) 
bares his revolting soul.
In Act I Scene 3, their aged bass of a 
father (Grant) is nearly despatched to the 
next world by false news of his nice son’s 
death, and the nicest character of all, his 
niece Amalia (Sutherland), has admirable 
opportunities to display her vocal agility.
As the evening progresses, ensembles 
and choruses proliferate along with the 
implausibilities of the plot until the nasty 
baritone hangs himself and the nice tenor 
stabs the nice niece (whom of course he 
loves) in the back to save her from the fate 
worse than death of further association 
with him and his band of brigands.
It’s the sort of Verdi worth staging now 
and again if you’ve the voices to manage it 
with verve and style; and the AO does, and 
it was a fine work for this year’s gala Opera 
House extravaganza to celebrate the tenth 
anniversary of the Australian Opera under 
that name as well as the stage debut of 
Sutherland and Smith in the one opera.
In Perth, the month’s debut was of the 
spectacularly remodelled His Majesty’s 
Theatre, a $10 million enterprise that has 
produced an exciting new lease of life for 
an old venue. The opera was one of the 
unequivocal Verdi greats, La Traviata; the 
performance I saw tantalising for its 
ensemble strengths though seriously 
wanting in direction and, to some extent, 
design.
Under the reliable baton of Gerald 
Krug, who has just been appointed musical 
director of the Western Australian Opera
Company on a permanent basis, the WA 
Arts Orchestra played impressively and the 
WA Opera Chorus made some very 
pleasing sounds indeed.
So too, for that matter, did the three 
central soloists — Margaret Haggart as 
Violetta, Gino Zancanaro as Alfredo and 
Cornelius de Munck as Germont pere.
Similarly, Graham Maclean’s set 
designs were consistently pleasing to look 
at, if admittedly conjuring up an 
atmosphere more Italianate than evocative 
of the environs of Paris, where the opera is 
supposed to be set.
More problematical was some of his 
costuming, particularly the totally 
graceless and unflattering gown inflicted 
on Haggart for her first act soiree. Hers is a 
difficult shape, but not an impossible one 
to deal with — and well worth the trouble, 
in view of her vocal atributes; but a good 
deal more care needs to be taken than was 
on this occasion if she is to have any hope 
of portraying convincingly a heroine ill 
from the outset and destined to die of 
consumption.
But by far the most serious general
Eilene Hannan (Leila), Keith Lewis (Nadir) in 
Bizet's The Pearl Fishers.
failing of this Traviata was the direction of 
Giuseppe Bertinaz.zo, which often seemed 
on the brink of degenerating into no 
direction at all. It almost seemed that 
choristers and principals alike had been 
told to do their own thing — with the 
predictable result that only very 
sporadically did the result rise above rather 
aimless wanderings-about and convey the 
abundant drama contained in one of the 
finest cornerstones of the standard 
repertory.
More assertive direction could have 
prevented the choristers from looking as if 
they had wandered on stage by accident in 
the middle of their choral practice; could 
have made Haggart’s Violetta a coherent 
character rather than a series of vignettes, 
some effective and some not; could even 
have coaxed some dramatic involvement
out of the wooden stage personality of 
Zancanaro. In this area, the only 
convincing principal was De Munch but 
then, of course, the elder Germont is a 
rather unbending character anyhow and 
the acting demands of the role are as a 
result not very great.
Now and then, Haggart demonstrated 
some real flair for acting — notably in her 
last brief outburst of energy and song 
before crumpling quite spectacularly dead 
at Alfredo’s feet. Effective direction could 
have maintained that level of dramatic 
tension almost throughout, and the result 
could well have been a most memorable 
Traviata indeed.
State Opera’s Don Pasquale in 
Adelaide, which I saw on the way back east 
from Perth, was most memorable — to me, 
at least for a rather spectacular Norina 
from Judith Henley, a finely wrought 
Malatesta from Roger Howell and some 
outstandingly lurical singing from Thomas 
Edmond’s Ernesto.
Designer producer Tom Lingwood was 
totally successful in the first facet of his 
dual assignment, but less so as director 
particularly in coping with the vital 
character of Pasquale himself, which is 
after all the fulcrum about which the entire 
action of the opera must pivot.
Pasquale must be a good deal more than 
a mere buffoon, as he was played in this 
production by Grant Dickson: he is that, to 
be sure, much of the time but he is 
genuinely hurt by some of Norina’s 
provocations after they are "married" just 
as she is genuinely touched when she 
penetrates his blustering exterior and 
catches the occasional glimpse of the 
human being within.
For it is, of course, these occasional 
glimpses of the human within that causean 
audience to realise that Norina is more 
than a hard-hearted, calculating bitch; and 
that Pasquale is more than a buffoon and a 
dirty old man. It was a particular pity that 
this important aspect of the drama was 
neglected in what was otherwise generally 
an excellent Don Pasquale.
During the period under review the 
Victoria State Opera was mounting two 
productions in seasons that almost 
overlapped, but not quite. The first was a 
ra ther  marvellous realisation  of 
Monteverdi’s The Return o f Ulysses, 
featuring stunning performances from 
Margreta Elkins as Penelope and Greg 
Dempsey in the title role; the second, a 
revival of the much-acclaimed VSO Pearl 
Fishers of 1979. which was also seen at the 
Sydney Opera House during this year’s 
summer season.
The Monteverdi was a remarkable all­
round achievement, with particular credit 
due to Anne Fraser’s gloriously simple 
designs and Robin Lovejoy’s straight­
forward direction not to mention
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Robert Allman as Francesco in 1 Masnadieri. Photo: Branco Gaica.
Richard Divall's expertly pruned 
performing version, which cut acres from 
the original length and thus heightened 
dramatic impact as well as musical 
accessibility.
The Pearl Fishers, featuring Eilene 
Hannan as Leila this time round, and lan 
Cousins as Zurga and Neil Warren-Smith 
as Nourabad, retained only Keith Lewis’ 
Nadir from its two original incarnations; 
but was musically more refined than ever.
The production itself wears less well; 
despite John Truscott's master design 
stroke, the huge statue buried up to its nose 
in the earth for the sacred place of Act II, 
his Act 1 is claustrophobic and the 
purported scaling of the ramparts to the 
ruined temple unconvincing, and the 
denouement is rather visually feeble.
But the singing was universally glorious, 
and both productions were conducting 
triumphs for Divall whose stature is 
growing by leaps and bounds along with 
the artistic aspirations of the VSO. Even if 
the much-mooted aim of the company to 
attract Sir Charles Mackerras as musical 
director is realised within the next few 
years, clearly there will always be room for 
such a resident conducting talent as 
Divall's within the big-time VSO of the 
mid-80s and beyond.
DAVID GYGKR is editor of O p e r a  A u s tr a l ia .
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The Sydney Film
Festival
Familiarity breeds for the Film Festival, 
as for most things, a certain (mild) 
contempt, and I do not remember any of 
the last ten or so Festivals that did not 
elicit the comment that it wasn’t "exciting", 
or at least as "exciting" as the one before. 1 
think 1 have mentioned before those 
subscribers of twenty or more years who 
can be heard when the lights go up 
denouncing the actors or complaining that 
the director was obsessed with the opening 
and closing of doors, as indeed many of 
them are. It may be that the Sydney Film 
Festival is, in any year, the one you love to 
hate.
There was a certain amount of bad luck 
connected with 1980. As David Stratton 
said from the stage, "Don’t hiss me, hiss the 
people who break their word or despatch 
the film too late." Bernard Blier’s Buffet 
Froid (Cold Cuts) had to be postponed 
from the French night until an afternoon 
later in the week; Kagemusha by the 
Japanese director Kurosawa never got 
there, nor did Wise Blood, from the novel 
by Flannery O’Connor with John 
Houston. The Festival should probably 
not have started with The Fog, nor ended 
with Chain Reaction. The audience 
laughed, with justification, at both. The 
Fog went straight into general release, and 
Chain Reaction, an Australian film, goes 
public in August.
It was at least a Festival of fine 
documentaries, and the best of these, 
possibly the best film of the entire two 
weeks - but who is going to see it besides 
subscribers, the pattern of distribution and 
the convention of showing only fictional 
features being what they are? - was Best 
Boy, 100 minutes of rivetting viewing, the 
film by Ira Wohl about his cousin Philly 
which won the 1980 Academy Award for 
the best documentary. By all the rules this 
subject - the life and times of a retarded 
individual, 52 years old with the mind of a
child of five - should have been awful, 
probably mawkish, certainly depressing. 
Far from it. Best Boy, once the word got 
around, would fill cinemas.
The other documentaries of note were 
Town Bloody Half the 45 minute Vital 
Statistics that prceded it; Waiting for 
Fidel; The Man You Love To Hate; The 
Wohhlies and We Are The Guinea Pigs. 
Town Bloody Hall is a filmed acount of 
some smart talk and buck passing (with a 
modicum of wit, rationality and bravado) 
between Germaine Greer, Diana Trilling, 
Jacqueline Ceballos and Jill Johnson with 
Norman Mailer in the chair. The debate 
took place in 1971 but the film was 
inexplicably not completed by the makers, 
Chris Hegedus and DA Pennebaker, until 
1979 when it made it to the London and 
Edingburgh film festivals. Mailer coped 
fairly well until Jill Johnson’s marvellous 
speech ran over her allotted ten minutes at 
the mike and he tried to haul her off stage. 
She was rescued by lesbian cronies in an 
hilarious free for all. The colour and sound 
and direction were all terrible, but it was an 
exuberantly entertaining 85 minutes.
Vital Statistics, made in Britain, was 
about the results of cosmetic breast 
surgery as undertaken by Ruth, for 
reduction, and Sue, for enlargement. It 
was quite horrific: in other words, an 
Awful Warning. Waiting For Fidel was 
by Michael Rubbo, a Festival visitor, an 
Australian working in Canada. It was a 
pleasant account of what happened to 
Rubbo, a politician named Joey 
Smallwood and a millionaire named Geoff 
Stirling as they hung about Havana 
waiting to see Fidel Castro.
The Man You Love To Hate, 90 minutes 
on Erich von Stroheim, was probably of
David Bennent as Oskar in The Tin Drum
interest more to cinema critics and those 
members of the industry who go to Film 
Festivals, if such exist. The Wohhlies was a 
history of the IWW (International 
Workers of the World) labour movement. 
We Are The Guinea Pigs, on the aftermath 
of the nuclear incident at Three Mile Island 
is the first film by Joan Harvey, better 
known as an actress.
Despite Bertolucci’s La Luna and 
Bernard Blier’s tardy Buffets Froid (Cold 
Cuts) the outstanding feature film of the 
Festival was undoubtedly The Tin Drum, 
adapted by Volker Schloendorff from the 
novel of the same name published by 
Gunter Grass twenty years ago. Readers 
will remember that Oskar who played the 
red and white tin drum incessantly as well 
as cultivating a scream that could shatter 
spectacles, wineglasses and the face of a 
Danzig church clock, decided that if he 
could not climb back into his mother’s 
womb he would at least stay put at the age 
of three, and somehow managed it. The 
enormous difficulties of making such a 
film, or indeed finding someone to play 
Oskar, were overcome by Schloendorff. 
The film is stunning, clever and cold as the 
sleet that whips Danzig in winter.
David Bennent, a physically stunted but 
mentally alert German boy of twelve, with 
an astonishing talent, plays Oskar in this 
grim fairytale, inadvertently or by design 
leading adults to their destruction. There is 
a good deal of sex in The Tin Drum, but 
little love. The only tender scene occurs 
when Oskar and Roswitha Raguna, a 
pretty dwarf to whom he becomes attached 
when rescued from the SS by a troupe of 
circus midgets, share a glass of wine 
aboard a truck as they trundle off to safety. 
The Tin Drum is a parade of grotesqueries, 
a nightmare in the Teutonic rather than the 
Italian pattern of Fellini.
Beside it the other films were also-rans, 
though many are well worth seeing if they 
go commercial. This does not apply to La 
Luna, which is really quite silly and may 
have done irreparable damage to Jill 
Clayburgh’s career.
Among those worth the effort are Christ 
Stopped at Fholi (Italian), Francesco 
Rosi); The Tempest. (UK. Derek Jarman); 
two Indian films, Junoon by Shyman 
Benegal and The Elephant God, by 
Satyajit Ray in comic mood; Love on the 
Run, Francois Truffaut reminding himself 
of his first three Antoine Doinel stories; 
The Outsider, by Tony Luraschi, about 
Ulster, with a poor beginningand end but a 
fine middle; Angi Vera (Pal Gabor, 
Hungary); Middle Age Spread (John Reid, 
NZ); Heartland, (Richard Pearse, US).
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Judy Morris and Tony Llewellyn-Jones in The Girl Who Met Simone de Beauvoir in Paris.
Film Festival 
Shorts
On stage at the first night of the Sydney 
Film Festival to receive a Greater Union 
Organisation’s $1,000 award for the best 
documentary, David Bradbury took the 
opportunity to plead for effective 
distribution of Australian short features. 
In fact it can’t be said too often: 
distribution is the log jam for shorts. Very 
few of the films looked at by the judges for 
GUO — Tom Cowan, Barbara Grummets, 
John Hanrahan, Linda Blagg, Sonia 
Hoffmann, James Ricketson, John 
Darnel, Pom Oliver and David 
Williamson in the three categories of 
documentary, general and fiction, and in 
their capacities as writers, film makers, 
producers and critics will be seen by 
audiences in commercial cinemas. Of the 
twelve which were viewed by professionals 
and public on Friday June 13 half a dozen 
would justify inclusion in a "commercial" 
program and would give relief from the 
usual advertisements disguised as what 
used to be called travelogues, and adequate 
support for feature films whether local or 
imported.
But David Bradbury and all the rest of 
the local makers of short films are up 
against it. They suggest that the push 
should come from the AFC and the States’ 
corporations, and they are probably right. 
The time must be about due for the 
application of a bit of pressure, muscle, 
blackmail, whatever it should be called. 
Public money is being used and the public 
should be given a look at the product.
This year’s winners were Bradbury’s 
Frontline, Mark Foster’s Drink the Moon 
and Di Drew’s Tread Softly. The Reuben 
Mamoulian Award, judged overseas by the 
visiting film people, went to Brian 
McKenzie’s [Vinter's Harvest.
Frontline is the film that people know 
most about. It consists of a discontinuous 
interview with the remarkable Neil Davis, 
a Tasmanian cinematographer and 
reporter who filmed the Vietnam war for 
Visnews and other agencies for ten years, 
almost against his better judgment, and 
with short odds on survival. He filmed, not 
with the Americans or Australians, but 
with the South Vietnamese, then in 
Kampuchea, and finally in Saigon for the 
surrender. He is committed, highly skilled, 
literate and brave. David Bradbury used 
Davis talking, Davis’s film and archival 
film and it is a splendid fifty-five minutes. 
It was financed by the Tasmanian Film 
Corporation and privately and looks like 
paying off in European sales.
Mark Foster’s Drink the Moon is nine 
minutes long and is almost a one-man job 
of production, direction, scripting, editing 
and sound. It falls into that class of film 
which depicts in a rather fancy way the 
disillusionment of the young with 
unemployment, or drugs, or love and 
reminds a seasoned viewer of many of its 
kind.
Tread Softly is about a mother,/ 
daughter relationship, directed by Di 
Drew with Robyn Nevin (which gives it a 
head start) and Natalie Bate. Its gloom is 
unqualified, but gloom is endemic in such a 
subject. All four of the fiction finalists 
came from the Film and Television School.
Other finalists in the twelve were Pins 
and Needles (Barbara Chobocky); Please 
Don't Leave Me (Stephen Ramsey); 
[Vinter’s Harvest (Brian McKenzie); A 
Face o f Greek ness (Michael Karaglanidis); 
Hanging About (Carol Jerrems); Orange 
(Klaus Jaritz); Death o f Television (Mark 
Lewis); Gary’s Story (Richard Michalak); 
The Girl Who Met Simone de Beauvoir in 
Paris (Richard Wherrett).
It could be said of Death o f Television 
that it was a funny idea that didn't come 
off; of Gary's Story that it was very deftly 
acted by Kate Fitzpatrick, John Howard, 
Katrina Foster and Marion Johns; that A 
Face o f Greekness was interestingly 
photographed by Michael Karaglanidis, 
who also directed; that Orange was a 
marvel of colour and technical tricks; that 
Pins and Needles was frank and affecting;
and that Winter's Harvest was perhaps 
somewhat influenced by Padre Padrone.
Had I been handing out the GUO 
awards I would have given the 
documentary to Please Don't Leave Me 
because it was a real, all-in-one-piece 
director’s film, with three fully explored 
stories. It handled non-professionals and 
what is much more tricky, small children 
entering a hospital for surgery with great 
flair. Even to attempt the subject requires 
guts, goodwill, imagination and expertise, 
and to bring it off as an exercise and at the 
same time make it entertaining was in 
relative terms a creative triumph.
I don’t think I would have made an 
award at all in the general section, unless to 
Orange for its philosophy as well as its 
technical exuberance.
In the fiction I found The Girl Who Met 
Simone de Beauvoir in Paris beguiling for 
its script from his own story by Frank 
Moorhouse about a man, in the person of 
Tony Llewellyn-Jones, afflicted with a 
touch too much of intellectual women’s lib 
from Judy Morris and Anna Volska. The 
script is full of middleclass jokes, the 
ambiance accurately depicted and the 
characters and pace sustained. Llewellyn- 
Jones may be the typical Moorhouse man. 
or at least actor. Wherrett held Llewellyn- 
Jones’ style, which sometimes degenerates 
into parody, in check and induced an 
elegant sharpness of attack, minus 
stridency, in Judy Morris and Anna 
Volska.
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BY WILLIAM 
SH O l BRIDGE
Monkeys and 
Programme 3
When Don Asker's Monkeys in a Cage 
was produced by the Australian Ballet 
back in 1977. many members, of the AB 
audience hated it with a passion. That was 
only to be expected. Others like myself 
were at least open-minded about the work 
because it was such a welcome draught of 
fresh air after the suffocating tiredness of 
the repertoire that surrounded it.
Asker's reputation had preceded him in 
Australian dance circles; he had 
choreographed for the Nederlands Dans 
Theatre amongst others, and the 
Australian "cognoscenti", still suffering 
from a pervasive cultural cringe 
immediately thought that this had 
conferred greatness upon Asker.
However it does not necessarily follow. 
The policy of the Dutch company had 
always been to encourage, indeed demand, 
that its dancers try out their choreographic 
abilities within the company.
It is a policy that gets new' works 
performed, generates new creative talent 
and doesn’t cost as much as importing an 
outside choreographer. The NDT 
demands almost ten new works a year for 
its repertoire. To have one’s work 
performed by the NDT is an achievement 
for a choreographer looking for a bit of 
European exposure but it is hardly 
something to plan a career upon.
When I lirst saw Monkeys in a Cage. I 
remarked on the freshness of its approach 
and the plangency of its idiom as well as the 
unsubstantiated sociological ramifica­
tions of its theme, a Lévi-Strauss 
Margaret Mead mish-mash about role 
playing, territory ownership and rival 
aggression . Then Asker crea ted  
liveryman's Troth for the Sydney Dance 
Company; an interminable harangue 
shuffled from material out of the same 
knapsack. I thought he had played out his 
hand thus far and could clear the air for a 
while, lift his head and look at different
concepts.
Apparently Mr Asker thinks otherwise 
and now . hav ing his ow n (Canberra based) 
Human Veins Dance Company, he has 
created a full length exposition of his 
obsession entitled The Year ofthe Monkey 
(Heaven protect us from the Decade or the 
Century of the Monkey, or maybe 
Monkey's Revenge).
The main reason why this Year of the 
Monkey aggravates so much is that Asker 
time and time again draws our attention 
and interest and then goes all coy. The 
various strands in his (admittedly woolly) 
fabric are just able to be discerned at the 
outset (in one case mating rituals and 
invasion of ground). That familiar tent 
arrangement dear to Asker’s heart is set up. 
there area few totally useless vocalisations, 
a couple of writhing, tumbling solos and 
then the whole motley crew of five settle 
down to being neighbourly.
If this first act is all about adolescence as 
the programme note tells us (programme 
notes are indispensible to this sort of post­
modern dance) then one can appreciate the 
sibling rivalry and needs to impress that 
are concomitant with growing up.
But then Asker gets coy. or nervous, or 
both and everything falls apart in a burst of 
vapid gypsy encampment dancing.
Much the same occurs in Act 2 where 
our hero (I) Asker natch) poses as the 
eternal idealist, uncompromising and
alienated from an inane society that he 
either views with baleful disdain or total 
indifference. The tread of invention in this 
act is tortuous and it passes with a truly 
Sokolov ian solemnity, but it does have a 
drawing cumulative attraction. The 
falling, deflated dances and slow 
purposeful walks seem to ebb and flow 
naturally out of the narrative.
But then we get a dose of the ethnics w ith 
a Greek family (complete with Chianti 
bottles) apparently having a sort of knees 
up and slowly drawing our hero into their 
jollity... on with some more gypsy 
encampment dancing! The final moments 
have the entire cast lying, lethargic and 
purposeless on a beach, while Paul 
Coppens' score, stuffing something of 
practicallv everything Gustav Mahler 
wrote into its musical mincing machine, 
peters out into the minor and our cast hav e 
their photos taken.
I did not warm to The Year o f the 
Monkey because it was impossible to 
warm to it. Not only is it confused, it is 
deliberately def using itself (w hich is not the 
same as alienating emotions in the correct 
Brechtian manner). Asker is always 
holding an audience off and breaking the 
thread, and I suspect it is because he 
doesn't trust his ow n powers of exposition 
and therefore seeks cover in the audience's 
bewilderment.
Perhaps it was too adventurous to spin
Human I eins ‘ flic  Year ol the Monkey. I’ltoto: Sven L Isa.
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such an idea out into a protracted full 
evening’s work; maybe the cast wasn’t up 
to the demands; or most probably the 
choreographer hasn't come to grips with 
the different necessities of full length dance 
works, necessities different in both manner 
and kind from those of a single act work.
Graeme Murphy in his ballet Poppy, 
didn’t solve many of those logistic 
problems either although he did have a 
brave stab. In the later work Rumours, he 
opted lor a very canny mix of pure 
abstraction and full length narrative, a 
narration of certain aspects of Sydney life.
In the latest revival of the work, there are 
some small changes made, primarily for 
convenience and ease, but nothing that 
could be said to be a great departure from 
what was performed last year. To my 
mind, Mr Murphy has it all fixed and 
doesn’t in the least think of it as a "work in 
progress". Anyway, even some of the 
greatest masterpieces of dance have been 
changed or cleaned up by their 
choreographers (Balanchine for example is 
always at it), but this doesn’t stop the 
pieces from looking finished at whatever 
point or moment. Seeing it again almost 
nine months later is an education. There 
are things in Rumours that seem to appear 
subliminally from out of its texture, the 
groupings and falls in Rumours 3 for 
example or the deft little reference to 
Nijinsky’s Jeu.x in the night time tennis 
scene from Rumours I.
The Lady Jane Beach scene is as knife 
edged and self-explanatory as ever, a 
welcome example of the dance giving us 
the story (and not even the dance at times, 
just a gesture is all we need to grasp the 
point). The whole revival of Rumours 
retains that clarity of form and image as it 
did last year. The 3rd part takes a lot more 
endurance and concentration to be sure, 
but the arrangement of its climaxes and the 
form it is given draws us all in inexorably.
Placed alongside the first programme of 
Daphnis arid Chloe and the rest. Rumours 
adds inordinately to Mr Murphy’s 
distinction.
However, enough as they say is enough, 
and it was the work for Programme 3 that 
saved the dancers from becoming the 
Graeme Murphy Dance Company.
Paul Saliba, Barry Moreland and 
Jo sep h  Scoglio were the three 
choreographers here that gave us a not 
unwelcome change of style. Paul Saliba's 
new work Interiors, is his second for the 
SDC, his first. And You Came Too was 
performed only a few times at the Festival 
of Sydney Dance week in 1978. The 
present work is a progression on the first, 
but only by virtue of an expanded and 
enriched form for expression.
There is a lot of nervous energy in 
Saliba’s ballet, not all of it contained or put 
to good use, it jitters a lot of the time, the
energy juts out from the shoulder and the 
torso and the complicated partnerings 
become in the end just a matter of leverage 
rather than poetic evocation.
But it does give Jennifer Barry ample 
opportunity to show and expand herself in 
a form different in manner from the more 
classically based style of Murphy.
Miss Barry is one of the major assets of 
the SDC. One can always "read" what she 
does on stage. She doesn’t sell herself, just 
what she is dancing and that is an ability I 
wish every dancer had; it would make 
looking at a dance so much more 
engrossing and enjoyable.
What Paul Saliba and Ross Phillip did 
in the work was basically to act as a 
contrast and foil for Barry, seeing she was 
the Priestess/Earth Mother figure. There
Jennifer Barry, Ross Philip and Paul Saliha 
in SDC"s Interiors. Photo: Branco Gaica.
was nothing particularly unique or 
individual about the movements given 
them, it was largely preparative and 
introductory, yet all dancers moved as if 
they knew what they were dancing about 
and why. All Mr Saliba should do is really 
look at his own work as an audience sees it 
and ask himself why such and such a thing 
is done as it is, then a lot of those glaringly 
borrowed Graham superficialities will be 
dispensed with.
Saliba is a very musical choreographer 
and his choice of score Arthur Honegger’s 
Sept Pieces Breves was daring and 
supportive; 1 wish 1 could say the same 
thing about the hideous "set"and costumes 
by Robert Owen.
Barry Moreland's Dialogues opened up 
with two women circling each other in 
heavy Edwardian dresses with bustles. I 
thought we were in for another bout of the 
heavy meaningfuls, which usually end up 
as lightweight and meaningless. But again 
this was only an introduction, a veneer of 
gentility, so to speak, so that when both
women ran off into the wings and returned 
sans dresses, we could see a seething 
morass of emotion and action that lay 
subdued under a calm and restrictive 
surface.
It’s a corny idea of course, and Mr 
Moreland’s ballet is high class corn, but 
that bright sunlight of rich, varied and 
deftly patterned dancing that bursts out 
from behind a cloud of posing and gesture 
gives the whole work a lift that it wouldn’t 
have really had if both women had come 
out in their tights and just gone straight 
into it.
There is a lot of unison dancing in this 
work, unison leaps, unison lying and 
grappling on the floor, unison turning 
about themselves, but there inflections and 
variations that keep the attention rivetted, 
apart from the dramatic edge the piece is 
given when performed by Jennifer Barry 
and Janet Vernon, probably the most 
impressive and dynamic female dancers in 
the SDC.
At the ballet’s end, the music (a quartet 
movement in A Minor by the young 
Gustav Mahler) curls back down into the 
lugubrious tones of its opening and the 
women, clothed once more in their 
Edwardian dresses, circle each other, sit 
and pose with those same wan, drawn faces 
they had hitherto. So vibrant and alive has 
been our fifteen minutes or so of 
observation, that we are left knowing a 
little more about why they are so and we 
care a little about them for being so.
Not once could I really care about 
anyone or anything that was going on in 
Joe Scoglio’s Animus set to the Fetes and 
Nuages by Claude Debussy. It most 
certainly is animated frantic even and 
most of the time the dancers are doing the 
same sort of rigorous and repetitive bend 
stretch as each other. I’ve seen quite a bit of 
this style of dance performed by the 
Australian Dance Theatre, and quite 
frankly it suits them a lot better, this 
precision, team work stuff. The sole 
redeeming feature of Scoglio’s ballet is the 
extended pas de deux for Ross Phillip and 
Susan Barling, a lovely sliding, sloping, 
soft turn and hold sort of duet, but then it 
gets swamped with more rushing to and 
fro.
It reminded me. the pas de deux that is, 
of Scoglio's earlier work. Small Hours 
which he originally set for himself and his 
wile Julia Blakie. That was far more 
potent, because every movement seemed to 
have been thought about and used for a 
dance and dramatic purpose. Perhaps 
Scoglio is much better at fashioning jewels 
on the small scale rather than directing 
platoons of dancers, but whatever it is. 
Animus was danced without any 
conviction or any awareness by its cast; the 
tone remained chilly and the pans stayed 
dead.
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Australian Drama 
Festival
ME JACK, YOU JILL 
THE 700,000
By Marguerite Wells
Me Jack, You Jill devised by The Jigsaw Company. 
Script and direction by Peter Wilkins. Opened October 
1979.
Cast: Robyn Alewood, Camilla Blunden. Steve Payne, 
Michael White, Anne Yuille.
Hie 711(1.01)0 by John Komeril in collaboration with the 
Jigsaw Company. Opened June 13, 19X0.
Director. Joe Woodward.
Cast: l ad. Steve Payne; Roger. Michael White; lirica. 
Anne Yuille; 1. Robyn Alewood; Maggie and MIN. 
Camilla Blunden.
( Professional)
Last year the Jigsaw company, with 
their new director, Peter Wilkins, 
produced a pleasant but rambling version 
of The Wind in the Willows for the school 
holidays. They seemed to be feeling their 
way with three new actors -out of a 
company of five, new' director and new' 
administrative staff. Then in October, Me 
Jack, You Jill had its first public 
performances and it was very clear indeed 
that they had found their way. The 
Godfather’s twenty-year conditioning plan 
to turn all Jacks into he-man cavemen and 
all Jills into simpering dolly-birds is a giant 
Chicago gang conspiracy, complete with 
black shirts, white ties and chewing gum!
This is a TIE piece and an extremely 
successful one, which has grown and has 
become tighter, swifter, blacker and 
funnier since its opening. It worked 
beautifully as a piece of straight adult 
theatre at the Festival of Australian 
Drama, and won the award for best 
director, and deservedly glowing praise to 
boot from Malcolm Robertson, the 
adjudicator. (See article on the Jigsaw 
Company in this issue). In the classroom, it 
introduces studnets to ideas they have 
obviously never grappled with before.
The Godfather's Conditioning Agents 
have taken a leaf out of Sole Stereo's book, 
and are working quite hard in schools to
correct in this generation, the slip-ups they 
made in the last. The full school 
programme includes improvisations 
showing the attitudes of parents to their 
children of different sexes, discussion in 
groups with the actor-tutors, further work 
with their teachers, (outlined in the 
Teacher's Notes complied by the 
company), then the performance and 
further discussion. By the end of the first 
discussion tutorial, students who had 
started off uncannily tolerant of parents’ 
sexism towards their children had begun to 
see the influence of media, peer pressure 
and superstition.
While Me Jack, You Jill is firmly and 
squarely in the repertoire, the company 
seems again to be feeling their way with a 
new director and a new playwright. The 
700,000, a farcical chase into the black hole 
o f unemployment is a community theatre 
piece written by John Romeril in 
collaboration with the company during a
Robyn Alewood and Michael H hite in 
Jigsaws The 7()<).()()<).
six week playwright-in-residence grant in 
April and May. The play takes you 
"travelling into the black hole of 
unemployment at the speed of farce with 
the abruptness of passion and the clarity of 
rhetoric, poems, songs, gangs and raves." 
The rhetoric is Romeril politics and the 
raves are the unemployed characters’ 
personal histories that place them in their 
social slot.
T and Erica are members of WAFU 
(shouted with arms upflung and a well- 
placed kick to the groin). WAFU is 
Women Against Female Unemployment, a 
new and desperate radical group who 
kidnap the Minister for Social Security, 
but are foiled by her spook/son who has 
been paying his mother’s double, a ‘girl in 
Treasury’ to do the Minister’s jogging for 
her. The girl in Treasury, however, turns 
out to beasupercomputersnooperand the
kidnappers and kidnappee drive off into 
the sunset glorying in the thought of the 
embarrassing things they can do to the 
politicians and the government if only they 
choose. Most of the play takes place while 
they are holed up in the bowels of a disused 
bakery where they sing and rave and 
indulge in dialectical contradictions.
It is not always clear where they and the 
dialectic are going, but it is always clear 
that they are always melodious, amusing, 
and utterly convinced. The music, by Joe 
Woodward, is lilting and catching and 
happy; not so the "raves". While the play 
ends on a note of optimism, I wonder how 
much good it does the unemployed to see 
their own situation played out before 
them; times of adversity are historically 
times of escapist entertainment and while 
here the format is escapist farce, (mistaken 
identity, etc), the content is deadly serious; 
often heartrendingly so a conscious­
ness-raiser it would obviously work, but 
the problem is to find some un-converted 
to preach to. Played before the 
parliamentary Liberal Party it might be 
devastating!
The Festival of Australian Drama 
presented by Canberra Repertory and the 
Canberra Theatre Trust spread over two 
very full weekends (June 13 to 22). Of 
twenty-five plays, eight were from outside 
the ACT, with hitherto undreamed-of 
companies m ushroom ing all over 
Canberra for the occasion.
Much to no-one’s surprise it was the 
established companies that took most of 
the awards; in particular. The Australian 
Theatre Workshop, founded by the 
monumental Ralph Wilson took two 
awards for Stretch o f the Imagination; best 
actor (Harry Schmidt), and Best 
Performance. Canberra Playwright Mike 
Giles shared the award for the best new 
play, (scoring, with Malcolm Pettigrove 
who wrote and directed Prelude. Mary 
Versluys who played Joss in The Joss 
Adams Show was named Best Actress. 
And of course the Jigsaw Theatre 
Company won the director’s award for Me 
Jack, You Jill. All the awards were well 
deserved but overall the festival was dis­
appointing. Advance advertising claimed 
that "Canberra already boasts the 
Playwrights’ Conference"... and now the 
Festival of Australian Drama! How 
Canberra, Canberra Repertory or the 
Canberra Theatre Trust can lay claim to 
the Playwright’s Conference is entirely 
unclear, but certainly the Festival this year 
was in no way in the Playwrights’ 
Conference Big League. Next year 
perhaps.
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freed by Athene’s court, is a metaphor of 
the change from the old law of an eye for an 
eye revenge to the civilised system of a 
judiciary.
The first two plays, and the events 
leading up to them, clearly evidence the 
inexorable cycle of private vengeance 
that each death requires a death of 
unending retribution. Before the play 
begins Thyestes had wronged Atreus and 
suffered eating his own children in reply. 
Now Agamemnon is returning triumphant 
from the Trojan War to a wife who waits to 
murder him for the sacrifice of their 
daughter that that triumph cost.
The house itself has been the setting for 
most of the atrocious events since 
Thyestes’ gruesome banquet; each killing 
has been a perversion of a house’s 
hospitality, the victims are all of the house, 
or lineage, of Atreus. When the King 
returns his final act of pride, ensnared by 
his wife, is to trample on the crimson cloth 
of the house. Its front wall descends to 
become a ramp into a black hole of death: 
it rises like a huge jaw consuming all who 
have entered.
Rarely does Bell's interpretation falter. 
Perhaps he over-physicalises the 
Agamemnon a play of words and 
almost no implicit action but when he 
has brother and sister work themselves up 
to fever pitch in the second play (here 
called Elektra) he is spot on. Though in the 
final play the Furies lacked the serpent 
headgear which culminates the viper 
imagery, their role as dark remnants of an 
old world is clearly at a polarity to the 
shining, Christ-like Apollo.
The production is less well served by the
sheer physical limitations of the Upstairs 
Theatre (particularly when further 
curtailed by the ramp) and the powers of 
the actors. Dressed in primitive ethnic, 
craft shop wefts and moorish robes with 
Elektra close to my vision of Pocahontas
it required power and presence to make 
such amalgam-primitive costumes work as 
they should.
The Agamemnon suffered the most. 
Klytemnestra taking upon herself the 
dynasty and leadership of Argos and the 
murder of the King, her husband and 
mighty warrior — makes for one of the 
most magnificent female roles on drama. It 
was a stature which Arianthe Galani could 
not rise to. And Paul Bertram as Thyestes’ 
son Aegisthus, is more an actor forcomedy 
than tragedy.
Among the nine actors, sharing upwards 
of thirteen roles plus chorus, Colin Fierls, 
Anna Volska and Ralph Cotterill were the 
most successful. Friels physicalised 
Orestes’ inner turmoil about his impending 
matricide and later torment of the figure 
pursued by the Furies. As Elektra, Anna 
Volska burned with the love turned to hate 
of a wronged daughter. And Ralph 
Cotterill, an actor of remarkable vocal and 
physical dexterity, varied between a nobly 
savage Agamemnon, strutting (on stilts) 
towards his doom, and a malevolent, 
serpentine leader of the Furies.
Perhaps the actors and audience alike 
felt its tale too remote, its gods and furies 
too alien and its impact too dependent 
upon word rather than implied action; 
whatever it was, the production as a whole 
fell short of achieving that magic gestalt 
and conveying the awesome magnificence 
of a major dramatic masterpiece.
THE ORESTEIA
By Robert Page
The Oresieiti by Aeschylus. Nimrod Theatre Upstairs. 
Sydney NSW. Opened June IS. 19X0.
Director. John Bell; Designer. Kim Carpenter; 
Composer. Nicolas I.yon; Movement. C hristine 
Koltai; l ighting. Grahame Murray; Stage Manager. 
Margie Wright.
Cast: Paul Bertram, Carol Burns, Bill C onn, Ralph 
Cotterill, Colin Uriels, Arianthe Galani, Kris 
McQuade, John McTernan, Anna Volska.
(Professional)
Henry IV I and II in Sydney, The 
Wakefield Mystery Cycle in Adelaide, The 
Doll Trilogy in Melbourne, and now The 
Oresteia - audiences seem once again to 
be capable of taking their theatre in strong 
and hefty draughts, at least occasionally.
The Nimrod as a subsidised house has 
the ability, even duty, to maintain audience 
awareness of the great dramas of the past. 
No one can accuse it. though, of theatrical 
archeology, of exhuming the long dead to 
exhibit like mummies in a museum. Much 
Ado was imbued with the excitable knock­
about of an Italian circus and Comedy of 
Errors the whirling gaudiness of a 
fairground carousel; controversial as such 
treatments may be their vitality cannot be 
denied.
The Oresteia does not lend itself to such 
theatrical hijinks. Kim Carpenter’s set 
glowers with the earthen colours and clay 
surfacing of a barbarous age. Flanking a 
central mud hut, soil mounds bristle with 
poles, part totems part primitive spears.
For a moment the fear is that this will be 
yet another writhing, incanting "ritual" 
version of Greek tragedy. But what Bell 
has done, at risk of making Aeschylus 
appear primitive, is to face the subject and 
themes of this twenty-five century old 
trilogy square on. He has decided that it is 
a parable of early civilisation; that its epic 
story of the cycle of revenge in the House of 
Atreus. which culminates in Orestes being
STATE REP. 
LUCY WAGNER, 
EXEC. EDITOR
Short of 
magnificent
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Yesterday’s
realism
THE BRIDE OF GOSPEL PLACE 
By Barry O’Connor
The Bride of 'Gospel Place by Louis Ksson. M !)A Jane 
Street. Sydney NSW. Opened June 1980.
Director. Aubrey Mellor; Designer. Stephen Gun; 
Stage Manager. Sussanne Humphries.
Cast: Lily. Angela Punch McGregor; Bush. Anthony 
Martin; with Barry Otto, Barry Lovett. Paul Blackwell. 
C raige Cronin. Mark Kergusson, Georgia Campbell, 
Helen Jones, John Hannan. Ray Mokotow, Merry n 
Drake, Tim Burns, Deidre Rubenstein, Vivienne 
Garrett.
(Professional)
Yesterday’s social realism has a way of 
turning up as to d a y ’s romantic 
melodrama. At least that's what The Bride 
of Gospel Place, Louis Esson’s slice of 
Melbourne slum life in the twenties, has 
done in this production by NIDA at Jane 
Street.
We probably need reminding that, along 
with scarlet fever, pneumonia and typhoid, 
tuberculosis was the cancer of the times in 
w hich Esson wrote and tried accurately to 
reflect the pressures and poverty which 
beset his Depression flotsam. In the 
Penicillin Age it’s pretty hard to get too 
excited about a heroine who is dying of TB
although it’s full credit to Angela Punch 
McGregor that you do manage the 
necessary empathy.
Miss Punch gives fresh currency to the 
she-tragedy tradition which reaches back 
to Jane Shore (1715). A haunted waif 
they call her "The Bride" for her promise 
and her penchant for white she returns 
to Melbourne’s Little Lon after losing her 
love and her money to a Sydney rotter. No 
sooner has she dropped her port and 
ordered a coffee in Spiro’s, where the 
denizens of Slumtown hang out. than the 
Bride finds a new Beau hovering for her 
affections.
The Beau is boxer and title contender 
"Bush" Reynolds, played by Anthony 
Martin. He’s been "off women" but the 
Bride is "different", he thinks. They decide 
it's a go and run headlong into a love-at- 
tirst-sight tragedy of misunderstandings 
that are healed and ironised by deathbed 
and coffin-side confessions. These difficult 
scenes, however, are played effectively 
enough to silence embarrassed giggling, 
but they are still rather quaint in today’s 
theatre of anti-sentiment.
Aubrey Mellor directs in a style which 
blends realism and cartoon characteri­
zation in a curiously successful way. But 
perhaps this isn’t so surprising of a play 
which is located somewhere between The 
Lower Depths and Guys and Dolls. Noses
are picked on stage and real beer well, 
Melbourne beer anyway is drunk by 
actors who are safely nearing the end of the 
play. One minor quibble: few actors 
actually inhale their cigarette smoke. And 
this the Depression! You can fake a kiss, 
you can fake tears on stage, but you can’t 
fake the drawback. The Surgeon General 
warns that Realism is bad foryour Health!
One remembers the character creations 
rather than their interactions, although the 
scenes between Miss Punch and Mr 
Martin are exceptions. Barry Lovett and 
Vivienne Garrett are highly successful as 
stage nationals. Mr Lovett's Greek cafe 
owner is truthfully observed; Miss 
Garrett’s Erench girl nicely counteracts the 
self-parody written into the part. (How 
versatile is she in also turning her hand to 
the complaining, hospitalised dancer, who 
knees are creeping up to her chin). Deidre 
Rubenstein’s Madame Delia and Barry 
Otto’s un-articled clerk are both excellent. 
Mr Otto’s vocal effects a kind of ironical 
cackle, with a ring of impotence which
belies his randiness are amazing, as is his 
resemblance to a pre-war Prime Minister. 
John Hannan’s "Milky" Davis, a glad­
handed mainchancer, is also impressive in 
his repertoire of Speakeasy stances and 
lizard-likeness. J here are many other 
Damon Runyan portra its  in the 
production, and only a few unsuccessful 
pencil sketches.
Do I need to say it: 1 liked the 
production. Thank God Jane Street is still 
with us. It's a small theatre for the cast size 
and many scene changes in this play, but 
Stephen Gow's sets are worth waiting for, 
especially the cafe set. This is very well 
thought out, even down to the smudge 
prints on the glass doors.
It's good to see what is called "an 
Australian classic" being done, but I think 
you’ve got to find reasons for doing it 
beyond those of its being Australian and a 
so-called classic. 1 got the sense of a play 
which was "just being done", rather than 
trying to say something to today’s 
audiences.
Angela Punch McGregor, I ¡vienne Garrett and Deidre Ruhenstein in \ ID A  \  The Bride 
of Gospel l’ Ilice.
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Clarity of vision
HENRY IV (1)
By Lucy Wagner
Henry IV  Pan I by Shakespeare. Hunter Valley 
Theatre Conpany with the University of Newcastle 
Drama Department. Arts Drama Theatre. Newcastle 
NSW. Opened June 19 1980.
Director. Aarne Neeme; Designer. Stephen Curtis; 
Music. Allen Me Fadden.
Cast; King Henry. Malcolm Barnes; Prince Hal. David 
Wood; Falstaff. Don Barker; Hotspur. Paul Gillet; 
Lady Percy, Myfanwy Morgan; Mistress Quickly. Caz 
Lederman; Lady M ortimer. Louise Newey; 
Worcester, Anthony Hoysted; W estmorland, 
Glendower. Frank Garfield; Northum berland, 
Bardolf. Allen McFadden; Poins. Douglas. John Doyle; 
Blunt. Peto. Nigel Davenport; Lancaster. Carrier. 
Peter Dawson; Sherrif. Mortimer. Archbishop. Chris 
Ruggles; Gadshill. Servant. Messenger. Jim Maybury; 
Traveller. Francis. Messenger. Don Gibson; Carrier, 
Sir Michael. Messenger. Stuart McColl; Traveller. 
Chamberlain, Vintner. Vernon. Paul Davis.
(Pro I Am)
A production of Shakespeare that is 
aimed in large part at school children 
studying the text is beset with theproblems 
of choice; whether to stage a standard 
historical production to show context; 
whether to take a particular line on the text 
which might impart fresh interest and 
interpretation; whether to emphasise 
poetry and imagery, a clear story line or 
maintain involvement through rum­
bustious action and comedy.
For his Newcastle production of Henry 
IV (I), Aarne Neeme has tried to steer a 
path between these extremes, but has 
leaned most towards a clear embodiment 
of dynamic and plot. This is offset by 
updating the period to a nebulous World 
War One era England in which the court 
and rebels are besuited bureaucrats, the 
tavern crowd miscellaneously down-at- 
heel and all are finally united in khaki 
battledress. In a programme note Neeme 
has disclaimed any specific correlation 
between the events of the Civil War and 
WW1, but reasonably points out that the 
period still held similar class values and 
methods of war-mongering, and is visually 
at least as acceptable as an indeterminate 
doublet and hose production that the 
Hunter Valley Theatre Company budget 
might otherwise afford.
Certainly after the opening moments, 
the discrepancy between appearance and 
language was forgotten, and only the 
richness and dignity of Shakespeare’s 
court life seemed ill-served by the 
monochrome greyness of office hours, 
while evening dress later evoked an 
appropriate sense of class and distinction.
This black and white was reflected, too, 
in Stephen Curtis’ setting. The playing 
space of the Arts Drama Theatre was 
brought forward right into the audience by
Don Barker in HVTC's Henry IV.
using only the apron and a raked 
extension, backed by a barbed wire fence 
and covered in newspaper an updated 
symbol of the frantic exchange of 
information that leads the action of the 
play. The set, though attractive to look at, 
was dominated by a long table up-stage 
(doubling as board room and tavern) 
which allowed room for only lateral 
movement before it, depriving particularly 
the tavern and robbery scenes of their 
potential action and giving a flattening 
effect to the whole.
Colour and movement in the 
production, then, remained very much the 
perogative of the actors and their 
characterisations. Don Barker’s Falstaff 
stood out as the indisputable centre-piece, 
large in body and spirit. He infused all the 
tavern scenes with life and comedy and in 
his presence lesser actors were happily 
bathed in his glow. Not only did this 
Falstaff succeed as the blusterer and 
comic, but the pathetic side of the 
character became increasingly discernible, 
prefiguring Part 2, in spite of his 
triumphant finish of Part I.
The cast was made up of HVTC’s core 
company, additional local professionals 
and students from the University’s Drama 
Department, in conjunction with whom 
the play was produced. As the lesser comic 
characters the students managed well 
enough in large scenes, but put some strain 
on the patience of the audience when on 
their own in the "comic" transit scenes.
The Harry’s of the piece turned out to be 
more of a contrast than was perhaps 
intended. David Wood as Hal gave a low- 
key performance of mixed success. The
Prince appeared consistently self-sufficient 
with a quiet strength, but lacking the 
capacity for unreserved enjoyment and the 
force of integrity which singles him out as 
the future king. The peak of his 
performance was in the role-playing scene 
with Falstaff alternately as King and 
Prince , ra th e r  than  the ac tua l  
confrontation with his father which spurs 
him on to victory in battle.
Hotspur, as played by Paul Gillet, also 
lacked range, starting off with a loud, 
angry-faced, fist-shaking portrayal that 
left the character with no possibility of 
development. Rather than standing as a 
worthy, though extreme, opponent to Hal, 
Hotspur became increasingly ludicrous, an 
over-zealous caricature of a military man. 
This performance would surley have been 
more apprepiate to Glendower’s single 
scene, leaving the versatile Frank Garfield 
free to have presented a better orchestrated 
version of Harry Percy.
Aarne Neeme, again for the benefit of 
school audiences, has left the play in 
pristine, uncut form, and although it runs a 
full three hours, can count its success on its 
almost unflagging audience involvement 
and unswerving clarity of narrative.
It is not without fresh touches of humour 
as in Allen McFadden's plaintive 
Bardolf and John Doyle’s wild-eyed. 
Scottish Douglas; or tenderness with 
Louise Newey’s rendition of Lady 
Mortimer’s rarely performed Welsh song, 
and the King (Malcolm Barnes)'s final 
realisation of his son’s worth; but 
inevitably this production loses out on the 
wider themes, imagery and resonances in 
favour of basic comprehension.
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Loot
By Adrian Wintle
Loot, by Joe Orton. Riverina Trucking Company 
Theatre. Wagga. NSW. Opened July 4. 1980. 
Director. Peter Barclay; Set design. Anthony Babicci; 
Stage manager. Ross Brewer; Wardrobe. Anita Gibbs; 
Lighting design. Mick Elliott.
Cast: McLeavy, Ken Moffat; Fay, Debra May; Hal. 
Justin Byrne; Dennis. Wayne Pigram; Truscott. Stuart 
McCreery; Meadows. Peter Hulme.
( Professional)
For the Riverina Trucking Company’s 
third 1980 production, RTC director Peter 
Barclay chose Joe O rton ’s Loot, 
completing a trio comprising Boys’ Own 
Me Beth and The Pariah-Dog — a range of 
styles that has offered Riverina 
theatregoers the opportunity to savour the 
kind of fare supposedly accessible only to 
capital city audiences.
Barclay’s direction of Loot emphasised 
melodramatic rather than mordant aspects 
of a theatrical landscape that for me glows 
with the fine flame of literary quality and 
the flicker of wit rather than the ready cut 
and thrust of successful play dialogue. By 
this 1 mean that there’s a Shavian 
luminosity in Orton’s dialogue which 
sounds a warning bell in terms of effective 
translation to the stage.
As it turned out, such scruples dissolved 
in this production, for the primary reason 
that Peter Barclay sought and achieved a 
concentration on melodramatic values as a 
point of departure. Thus the audience was 
caught up irresistably in the texture of an 
apparently typical detective story, 
delivered moreover at crackling pace.
Yet Loot also concerns itself with a 
probing and cynical evaluation of 
officialdom particularly that practised by 
the police, and a wry investigation of 
religious attitude, social aspirations and 
values, and the finer points of deception. 
Its mixture of bank robbery and corpse 
concealment means that Loot sustains the 
noble English tradition of knockabout 
music-hall comedy, and Orton’s creation 
of Truscott, a double-talking detective, is a 
sure touch in commending his play to 
audiences intent on being entertained.
The engaging thing about Loot is its 
delightfully couched savagery. When, in 
the course of corpse-shifting, one of the 
dead lady’s glass eyes falls out and is later 
retrieved by Truscott, and when, in a light­
hearted moment, her bank-robber son 
performs a Spanish dance accompanying 
himself with her false teeth used as 
castanets, our relish in improbability is 
suddenly tempered with the thought that 
perhaps it could happen. Similarly, police 
detectives don’t normally pretend they’re 
representatives of the Water Board. But in 
the name of public welfare it could happen.
The figure of Truscott, imperious, 
suspicious, chained to the rule-book, 
dominates Loot, and Stuart McCreery 
turned in an engaging performance, 
stalking the stage in a synthesis of Sellers 
and Groucho Marx. Ken Moffat capably 
sustained the illusion of old age as the 
quavering McLeavy, whose newly 
ambalmed wife is unceremoniously shifted 
from coffin to cupboard to table 
throughout the play. Debra May, as the 
personable nurse Fay, and Justin Byrne, as 
the "wide boy" Hal, brought vitality and 
easy style to their roles, while Wayne 
Pigram as the undertaker cum bank robber 
needed a less genial approach.
Anthony Babicci’s set blended 
functionalism with meticulous detail in 
furnishings and fittings.
Over serious about 
slight piece
SHOCK!__________ _____________
By Tony Barclay
Shock! by Brian Clemens. Marian Street Theatre, 
Killara. NSW. Opened 27 June. 1980.
Director. Alastair Duncan; Designer. Deirdre Burges; 
Lighting. Tony Youlden; Production Manager, Jeremy 
Gadd.
Cast: Andy. Olive Bodill; Jenny. Louise Pajo; Terry, 
Paul Mason, Andy. Michael Gow; Steve. Tony 
Cooper; Peter. Bevan Wilson; Maggie. Rikki 
McDonald.
( Professional)
The Marian Street Theatre has been so 
splendidly renovated that one cannot but 
congratulate all concerned. Of course not 
everything has changed: Spunky (the 
theatre cat/'Pest control’) was looking 
plump and contented, prowling the thick 
carpet in the new, expansive foyer. Then 
there is the programming — the standard 
syrup of mysteries,/musicals/"well-made" 
comedies.
This time yet another mystery, 
whodunnit, with no less than three neatly 
butchered corpses a la Psycho: some of the 
most delicate butchering I have seen 
considering the weapon was a samurai 
sword. And again, there is some very fine 
acting, an impressive set, and as the 
woman in front of me remarked while 
leaving "this and that, and blah, blah, 
blah!"
Shock! is a tedious piece of titillation 
that is the responsibility of British 
television man Brian Clemens. As H G 
Kippax remarked it is "none too tidy with 
its loose ends", "none too scrupulous with 
its red herrings", weak on motivation and 
the ending is not believable — a view 
confirmed by the mixture of groans and 
deferential chuckles that greeted the final 
curtain. Clemens, indeed, seemed so
preoccupied with scattering the proverbial 
red herrings that the play’s tensions went 
out the door. If director Duncan managed 
to bring the obvious comedy to the fore it 
escapes me why he allowed his actors to 
come at the thing so straight-faced, missing 
whatever inherent wit and comment was to 
be dredged from the script.
Clemens (perhaps best known for his 
Avengers and Danger Man scripts) has a 
sensibility best hidden by the sleight of 
hand of television — he’s a kind of 
Hemingway manque. One could imagine, 
for example, the droll comment and 
quizzical expression of either of those 
Patrick M’s delivering a statement on a 
would be suicide (by hanging) as increasing 
one’s height by six inches, and actually 
getting away with it. In this production the 
line died in a vacuum. Similarly the close 
shot of camera on face and object might 
have enhanced the wielding of a sharp 
kitchen knife. Here it was only awkward 
and clumsy, and yes red herring. Or again, 
a near corpse staggering and shuffling the 
full length of an upstairs passage, 
downstairs and across the full stage (it 
seemed an eternity) became protracted and 
bemusing. In brief the stage shocks became 
transparently, even painfully obvious.
Deirdre Burges’ set was impressive and 
functional. There was, however, an 
inexcusable clash of set and lighting 
towards the end of the first scene when, 
supposedly late afternoon, the set was so 
dark one could not see the two players’ 
faces while outside the back windows it 
glowed like Australian summer. Sound 
cues were realistic to the point of 
absurdity; rewinding cassettes on most hi- 
fis does not produce backward babble as 
does a studio tape.
The acting was for the most part very 
good despite the listless pacing of the 
second act. Michael Gow was most 
impressive as the hippie Andy, injecting a 
sense of mischief and spiv nastiness that 
one would have liked to see more 
developed. With Gow’s memorable Kev 
from last years SUDS’ Gimme Shelter in 
mind 1, for one, would hope to see a lot 
more from him in the near future. Paul 
Mason, whose superb Curly in the 
Ensemble’s Knuckle remains a vivid 
memory, was similarly interesting but 
overall too muted. More dry comment 
could have come from the character Terry. 
Olive Bodill’s Ann was strong although not 
without ham-fisted moments: when she 
discovers her dead fiance (whom she 
murdered anyway), or remembering a 
plane crash. Louise Pajo’s Jenny suffered 
from being too serious.
Generally the production suffered from 
being over serious about something so 
slight and even highlighting its watery 
comedy could not ameliorate its 
weaknesses.
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THEATRE/OLD
STATE REP.
DON BATCHELOR
G u t s i n e s s  and  
inspiration
WAITING FOR GODOT 
DICKINSON
by Veronica Kelly
Waiting for Godot by Samuel Beckett. TN Company. 
Cement Box Theatre. Brisbane Qld. Opened June 11 
1980.
Director. Rick Billinghurst; Designer. Stephen Amos; 
Stage Managers. Stephen Amos, Rown Pryor. 
Estragon. Geoff Cartwright; Vladimir. James Porter; 
Lucky, Garry Cook; Pozzo, Duncan Wass; Boy, 
Steven Hamilton.
( Professional)
Dickinson by David Allen, La Boite Theatre. Brisbane. 
Qld. Opened June 27 1980.
Director. Malcolm Blaylock; Assistant. Janet Lane; 
Lighting. Leonard Bauska; Stage Manager, Dianne 
Taylor.
(Pro/ Am)
As the TN Company’s publicity reminds 
us, Vladimir and Estragon have been 
waiting under that tree for twenty five 
years now', a time which would have passed 
in any case, but without Godot not so 
entertainingly. Rick Billinghurst’s 
production focuses not on the question of 
why the tramps are there at all, but, quite 
rightly, on what they do while they’re 
there.
The emphasis on discovering how every 
single minute is to be structured delivers a 
reading which seems at first rather 
deliberately paced, becoming more 
concentrated as its assumptions are 
securely imposed. Within these, snip-snap 
comic routines vary the pace; standard 
diversions welcomed by the characters for 
the momentary security of the illusion of 
coherent personal interaction. Vladimir, 
Estragon and Pozzo perform one such as 
they prolong the business of approaching 
Lucky to put on his thinking hat; while 
Lucky himself remains withdrawn from 
these routines the others appear to relish 
the change from the monotony of their 
usual double acts.
There have, 1 imagine, been more 
broadly comic and clownish Godots\ what 
this one has is the intelligence to perceive
the enormity of human solitude plus the 
passion to fight through to a rigorously 
experienced expression of both the cost 
and the necessity of survival.
Vladimir and Estragon, who carry the 
main burden of this enterprise, are here a 
finely complementary pair; adult to child, 
resourceful pacifier to prickly absolutist. 
Geoff Cartwright’s clean incisive style 
counterpoints his partner’s gentler, more 
complicated rhythm, an impressively 
mature achievement for both young 
actors. However were this magazine to run 
a yearly award, a la Plays and Players, for 
the ca tego ry  of "B reak - th ro u g h  
performance", Jim Porter would receive 
my nomination for a Vladimir one would 
look long to better.
Duncan Wass, who has played the part 
before in Brisbane for Camerata, seems to 
be developing his own authoritative Pozzo 
tradition. This stylishly lucid reading 
builds on the first in demonstrating the 
comic insecurity underlying the character’s 
stentorian theatricality. His Lucky (Gerry 
Cook) is a child waif whose stubborn goal 
is a fey and blissful withdrawal, achieved in 
the second act in dozy oblivion like that of 
Alice’s Dormouse. One can see the point 
behind Pozzo’s prophecy that Lucky will 
make him suffer, as the carefree solipsism 
of the infant or the senile contains a 
particular power to punish with impunity.
As TN seeks an artistic director to follow 
John Milsom, Godot (hailed by a local 
critic as of "international" standard - 
peculiar assumptions there somewhere!) 
serves as a formidable example of the level 
of integrity and excellence which audiences 
have already come to expect from the 
Company as a matter of course.
La Boite’s Dickinson is the kind of 
loosely structured documentary cum slide 
lecture which could so easily fall apart if 
not given pretty dynamic and committed 
treatment. In this production it gets it. 
Even so it’s not the kind of show I’d care to 
see in less expert hands, as it could soon 
enough revert to its origins as a TIE-type 
revitalisation of local history ("Goodness 
1905 already and old Bert’s been away two 
years now"....etc). Inherent dramatic 
contradictions are exemplified in a speech 
where a worker explains to his night school 
instructor in an exegesis of Shavian clarity 
why the rules of grammar function as an 
instrument of ideological oppression to 
smother the workers’voices. One learns to 
respect Brecht and Bond more every day.
However the show does serve an 
educational purpose in reminding one of 
the deadly bitterness of the struggle against 
a predatory and bloodthirsty capitalism,
TN Company Waiting For Godot. Left: Geoff 
Cartwright (Estragon). Right: Jim Porter 
(Vladimir).
culminating earlier this century in The 
Depression, meaning the one in the thirties 
(just as they used to call the 1914 run-in the 
Great War, before numbering proved 
more appropriate). The miner’s son 
Dickinson declines to contract pthysis for 
a starvation wage, educates himself, joins 
the Wobblies. becomes a charismatic 
agitator and organiser in Australia, 
encounters the fascists in Britain and is 
killed by them in Spain.
The production is of a fine standard, 
with La Boite’s mix of inexperienced and 
accomplished amateur actors in as near as 
possible a state of homogeneous 
achievement. Notable among many 
pleasing performances are Stephen 
Billett’s ebullient "Ham and Eggs" Lyons, 
Jim Doherty’s pompously rancid Mosley, 
a splendid vignette by Chris Burns as 
Orwell, and Tony Phelan a tower of 
strength as the titular hero. No 
breakthroughs for female actors; their 
characters tend to read "Wife, Mother, 
Onlooker, Daughter"; history can indeed 
be demonstrated to be going backwards, 
and in some pretty obvious ways. Roll on 
Traitors in September.
Meanwhile the gutsy energy and 
outspoken socialist pronunciations of 
Dickinson should be deserved and 
splendid success in a place (Australia) 
where they are too seldom heard in any 
public forum.
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Sinks slowly and 
inevitably
THE FLOAT
By Ursula Felix
The Float by Alan Seymour. State Theatre Company. 
Playhouse. Adelaide SA. Opened June 13. 1980. 
Director. Kevin Palmer; Designer. Vicki Fietscher. 
Cast: Betty Lucas, Susan Lyons, Kevin Miles, Daphne 
Grey, Audine Leith, Edwin Hodgeman, James Laurie, 
Robert Grubb.
(Professional)
Unlike Noah’s Ark, Seymour’s Float 
does not seem likely to survive the storms- 
and tempests that have accompanied its ill- 
advised launching in Adelaide. It is built 
with little of the craftsmanship of The One 
Day o f the Year and its holes and 
weaknesses ensure that, like the late- 
lamented Mr Fitzpatrick’s son, it sinks 
slowly and inevitably out of sight well 
before the end.
It is difficult to believe that The One Day 
of the Year and The Float come from the 
same pen. The almost capacity opening 
night audience, which might have been 
hoping for a companion piece on the 
’seventies, found itself promptly disabused 
by this clumsy and dull fairy tale version of 
Whitlam’s sacking in 1975. Why fairy tale? 
(Why not?) Seymour and his director 
assure the audience that they are dealing 
with "public people in private" (is this 
news?) and a "mythical setting in society": 
but the events in the second half seemed 
more than somewhat similar to the real 
ones. This combination of "real" and 
"mythical" clearly intrigued both director 
and cast: unfortunately the audience was 
left feeling just as intrigued (bemused?) by 
the performers’doomed struggle to present 
cut-out characters as three-dimensional. 
These puppet-like creations might well 
have served the artificial nature of the piece 
more faithfully if their strings had stayed 
clearly visible. As it was, we were left with 
figures resembling a series of hybrid 
Pinocchios — part real, mostly artificial.
The director’s attempt to present 
(apparently) real people where only 
stereotypes were required left the actors ill 
at ease. Moreover, struggling as they were 
with an accumulation of contrived and 
clumsy dialogue, they managed to set 
before the audience possibly the most 
uncomfortable looking cast seen in a 
professional production in some time. And 
if the author had really intended to present 
cartoon characters he could surely have
Edw in Hodgeman, Hetty I ncas, James Laurie and Susan Lyons (foreground) in STC's The 
Float. Photo: David H'ilson.
given them rather more appropriate 
dialogue. One’s heart bled for Susan Lyons 
cast as a strangely unsexy and absurd 
seductress forced to advocate the use of 
the deodorant spray up the vagina in the 
midst of a live TV discussion among 
politicians. Was this symbolic? A case of 
the medium overpowering (or diluting) the 
message? Do we all need deodorants in 
order to be nice to be near? Or only 
politicians?
There is also a particularly dreary pool 
scene (water motif, ah hah!) clearly meant 
to provide instant enlightenment concern­
ing the various relationships: son/girl- 
friend, father/son, father,/girlfriend. 
Predictably enough, it failed to develop the 
characters in any direction: they did not 
emerge as the people their words struggled 
to describe, nor did their lives correspond 
to their physical representation. And Vicki
Feitscher’s extravagant set for this scene 
was more reminiscent of a sell-out at Le 
Cornu’s than of the bourgeois backyard of 
the Australian nouveau riche on barbecue 
day (or are the two, after all. identical?).
The play’s one highlight came 
immediately after the interval when fans of 
the State Theatre Company were treated to 
the sight of a never to be seen again chorus 
line featuring Robert Grubb, Edwin 
Hodgeman and Kevin Miles (!) dressed in 
tutus. A must for connoisseurs of low 
camp. Though, on reflection, maybe the 
play might have worked if the director had 
decided to maintain this sort of spirit. 
Irrelevant the interlude may have been, but 
memorable it certainly was. However, 
overall this desperate attempt to stage the 
one play of the year that should have been 
rejected at the outset did nothing to 
enhance the reputation of the Company.
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THEATRE/VIC
Contrived, 
mannered and 
forced
13 RUE DE L’AMOUR
By Colin Duckworth
13 rue lie /'Amour, by Georges Feydeau, translated by 
Mawby Green and Ed Feilbert. The Australian 
Elizabethan Theatre Trust and J C Williamson 
Productions Ltd. Her Majesty’s Theatre, Melbourne. 
Opened June 12, 1980.
Director, Basil Langton; Designer. Neil Peter 
Jampolis; Lighting, Walter van Nieuwkuyk.
Cast: Moricet, Louis Jourdan; Leontine, LeslieCaron; 
Duchotel, John Bluthal; Marie. Katy Wild; Jean- 
Pierre, John Allen; Birabeau, David Nettheim; 
Madame Spritzer. Betty Benfield; Inspector, Noel 
Ferrier; Policeman, Robert Newman.
( Professional)
Feydeau entitled it Monsieur Chasse 
(The Master's out Hunting), and it was one 
of the first to make him the undisputed 
king of light comedy in the Belle Epoque, 
being first produced in 1892, four years 
before Ubu roi, and the same year as 
Charley’s Aunt.
It is still reckoned to be one of his most 
ingenious comedies, along with Le Dinclon 
and A Flea in her Ear, and Le fila la Patte, 
which have all been rapturously revived all 
over the world in an endless succession of 
successes.
Feydeau, Caron, Jourdan. Individually, 
all gilt-edged box office securities. Comic 
genius, wistful charm and romantic 
panache. Quelle eomhinaison! Why, then, 
did it seem so contrived, mannered and 
forced? Why did the ingredients not turn 
into the perfect mayonnaise we all 
anticipated?
First, let it be said that in this star- 
studded version of Feydeau’s tale of 
unrequited lust and unrumpled sheets, 
there are some delightful moments, 
especially in Act 2: Louis Jourdan in 
bowler, underpants and sock-suspenders, 
totally exhausted by his efforts at averting 
disaster; his ecstatic delight at the 
discomfiture of his would-be mistress’s
husband; the Inspector’s knowing 
expulsion of breath as his practised eye 
sums up the bedroom situation. And some 
witty lines: the girl mustn’t see the bed too 
early — "It’s like in surgery: you mustn’t let 
’em see the instrument ahead of time!" 
Duchotel relishing the news that "another 
adulteress is about to be put into 
circulation," not knowing it is his own wife.
The plot has all the elements of vintage 
Feydeau: gaiety, increasingly rapid 
development, misunderstandings, exciting 
chases under the bed and into the closet, 
split-second timing and bringing together 
the wrong people in the wrong place, 
necessitating ultra-quick thinking and 
merciless deception. It is prodigiously 
clever, and Feydeau created some of his 
most successful types in this play: Dr 
Moricet, the inexperienced suitor after the 
favours of Leontine Duchotel, who agrees 
(and still very reluctantly) to spend the 
night in Moricet’s bachelor pad only when
Louis Jourdan and Leslie Caron in a scene 
from  13 Rue De L ’Amour.
she is convinced that her husband’s 
Bunburying (or, in this case, Birabeau-ing) 
involves another kind of bird.
Moricet is proud of his new set-up at 13 
rue de l’Amour. He has been there only a 
couple of weeks — and has no idea that the 
other apartment on the same floor is the 
trysting-place of Duchotel and Mme 
Birabeau. Furthermore, he took the flat 
over from a cocotte, one of whose lovers — 
the Duchotel’s impecunious nephew — 
still has a key and doesn’t know she has left 
there.
From the moment Moricet and his 
Leontine enter the bedroom, they never 
have a moment’s peace together. Either it is 
the concierge (a countess fallen on evil 
days, played with great spirit by Betty 
Benfield), or Duchotel wanting medical 
assistance for his mistress (and ragging Dr 
Moricet about his girl-friend hidden in the 
next room), or the nephew back with his 
key and getting information about his aunt
and uncle that can be turned into hard cash 
in Act 3, or the Inspector raiding the wrong 
apartment and carting the wrong man off 
to the cell.
As everyone has something to hide, the 
complex' web of deceit is adroitly cut 
through in Act 3: Monsieur Duchotel 
promises never to go hunting again. He’ll 
go fishing instead!
It is all based, then, on a ludicrous set of 
coincidences. One can forgive and even 
forget this, with any Feydeau play, 
providing the style of acting and 
production is sincere and convincing, but 
in this case it was stagey, overacted and 
pantomimic. The rot set in right at the 
start: the actors came on one by one, self­
consciously bowing ana scraping like 
circus performers to pick up applause as 
actors. After this false-noted opening, it 
was impossible for even the experienced 
Ms Caron and M. Jourdan to revert 
immediately to the correct tone demanded 
by any Feydeau farce: that of utter 
ordinariness and domesticity about to be 
shattered blow upon blow, by Fate gone 
loony.
The unnatural acting style (particularly 
the delivering of chunks of dialogue from 
downstage out to the audience — one 
sometimes wondered if Leslie Caron had 
forgotten Louis Jourdan was still on stage) 
prevented one’s ever believing in what one 
was seeing, because the characters did not 
believe in themselves.
Basil Langton pronounced himself well 
pleased with the Australian cast, and with 
reason. Noel Ferrier made his cameo 
Inspector role memorable simply by acting 
simply. John Bluthal produced a 
splendidly zany performance in Act 2. 
They were not infected by the musical- 
comedy style imposed on the main roles.
Great Feydeau performances — say, by 
Jacques Charon or Robert Hirsch 
develop from the convincingness of 
unremarkable, undramatic and only 
unknowingly funny people whose 
downfall is caused by their complacency, 
egoism, and failure to communicate. 
Perhaps it was Mr Langton’s experience as 
an opera director that played him false and 
never allowed us to forget we were in a 
theatre.
Finally, a word about language. It seems 
a pity to bring two fine French performers 
so far, only to have them deliver their lines 
in impeccable, but not English, English. 
Neither was it French English. One can 
imagine the French atmosphere Charles 
Boyer and Yvonne Arnaud would have 
created! The translators should at least 
have left in a few French exclamations.
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frustrating because there isn’t enough of it. 
I guess Brecht. Isherwood et al have 
romanticised that time, but Bent could 
have p rov ided  a new w rinkle . 
Unfortunately the narrative gets a bit in the 
way of the atmosphere, and information.
What we do have is an account of Max 
and Rudy’s lives; the morning after the 
night before, its closed-in nature, the gay 
club run by a straight transvestite, their 
betrayal, escape and capture, and Max’s 
determination to survive no matter what 
including the betrayal of his lover 
Rudy... in a rather biblical manner.
Then we have a second half of a different 
play altogether — set in Dachau. Here the 
mind-numbing cruelty, and depraved 
attempts at driving the prisoners crazy are 
sketched in with economy and some grace.
Max’s survival instincts after some bitter 
advice from another prisoner. Horst, lead 
him to debasing himself to obtain a yellow 
star pretending to be a Jew, which is one 
step above the pink triangle labelling him 
as a homosexual. Some irony.
The action of the second half is 
concerned with the carting of rocks from 
one side of the stage to the other, and the 
developing romance between Max and 
Horst. They can’t look at each other, let 
alone touch, which makes things difficult. 
The triumph of their humanness over the 
Nazi inhumanity is evidenced by the pair of 
them talking themselves into orgasm 
whilst standing up, not looking, not 
touching — very nicely performed, too.
This is, in a sense, just romanticism. 
However the largeness of the subject, the 
m onstrosity  of the trea tm ent of 
homosexual and Jew alike makes it 
difficult just to throw it away. Big subjects 
demand bigger responses, I guess.
And the final image of the play is 
certainly strong. The Nazi guards put 
Horst in a position where he has to kill 
himself on the electric fence or get himself 
shot by attacking' the guards. He. 
honourably, gets himself shot. Max, 
having pretended to be a Jew all this time, 
then takes Horst's jacket, bearing the pink 
triangle, puts it on and dies on the wire — 
finally acknowledging himself capable of 
love, friendship, human-ness — even in 
Dachau.
However, the broken-backed structure 
of the play doesn’t allow enough detail to 
accumulate in either half to really build 
interest sufficient to challenge or move us.
The director, Bruce Myles, does much 
better with the second half where he has a 
single image to work off, and two terrific 
performances from Gary Day and Neil 
Fitzpatrick. They are strong, non-"gay" 
performances that grow with the 
characters, full of empathy, affection and 
actorly detail.
And we do get the point of the play in the 
end; that’s a better result than most.
Two terrific 
performances
BENT
By Carrie Hutchinson
Hem by Martin Sherman. Melbourne Theatre 
Company, Russell Street Theatre. Vic. Opened. June4. 
19X0.
Director. Bruce Myles; Designer. Anne Fraser; Music. 
Robert C.avin; l ighting. Jamie Lewis.
Cast: Max. Cary Day; Rudy. Patrick Frost; Wolf, lain 
Strutt; Gestapo Captain. SS Officer, Stephen Clark; 
Greta. Steve J Spears; Kapo. Prison Guard. Johnny 
Qujnn; Freddie. Anthony Flawkins; Horst. Neil 
Fitzpatrick; SS Captain. John Bowman.
( Professional)
The theatre has always been one place 
where homosexuality has been accepted as 
one of the things people happen to do. On 
the stage itself, it’s been treated with a 
remarkable degree of tolerance and
understanding — not to say evangelism.
It is true, however, that images of 
homosexuality have taken some time to 
become more congruent with reality. The 
peculiarly effete English pseudo music hall 
"pooves", as instanced by someone like 
John Inman, are still common.
That makes a play like Bent a welcome 
development. Here are homosexuals 
caught up in the horrific Nazi thirties in 
Germany. They’re characterised in the play 
as more or less "ordinary" people, who 
become labelled with the lowest caste mark 
of that time, the pink triangle. A mark 
worse than the yellow star.
This "normalness" and "labelling" is 
what still goes on nowadays, of course. It’s 
depiction in Bent is all the more graphic 
because the link, the exposure of the 
"normal" as something deserving of a label 
is by Nazis. What does that make the 
intolerant these days?
This central image is filled out by other 
themes. There is a frustrating depiction of 
life in pre-war Germany for gays
Gary Day (Max) in the MTC's Beni. Photo: David Parker.
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Wobbly script/ 
Finely judged
THE DOOR 
ALIEN CORN
By ( atherine Peake
I he Door, by David Porter, la  Mama Theatre. 
Melbourne. Vie. Opened June 12. 19X0.
Director. Jean-Pierre Mignon; Soundscope. Bruno 
Borghetto; Sound C onsultant. David Tolley.
Voices ol Annie McQueen and Ross Dixon. Kdward 
Walker, played by Bruce Keller.
(Pro I in)
Alien Corn by Bruce Knappett. l a Mama. Opened 
June 12. 19X0.
Director. David Scott; Music. Penny (¡lass; l ighting. 
Ross Dixon.
C ast: Rose. Dawn Klinberg; Anita. Brenda Kendall; 
Mac. Norman Hancock; Cieoll. Bruce Berryman.
(Pro Am)
Neither of the two Australian plays 
comprising La Mama’s latest double bill 
are likely to provoke much reaction in 
terms of their subject matter or structure. 
Both pieces are short, and both deal in a 
more or less conventional fashion with the 
struggles of an embattled and alienated 
individual whose survival variously 
depends on strategies of self-defence and 
withdrawal.
The Door by David Porter has already 
been produced in both Geelong and 
Newcastle. At La Mama it was staged 
rather like a peep show, using a dark stage 
and bizarre lighting to emphasise a 
voyeuristic "looking through the keyhole" 
relation with the audience. In some ways 
one left this play feeling that a wobbly 
script was being propped up by 
extravagant theatrical devices.
Edward Walker, the convicted double 
murderer who is finally tracked down by 
the police and the media, has none of the 
engaging melancholy and imaginative 
strength of the character to whom we are 
first introduced as he fights his nerves and 
nightmares with the stub of a candle, some 
cheese, a pile of old newspapers and dim 
memories of an education in classics.
Indeed the transition from the maudlin 
and resourceful refugee to the man who 
masturbates as he talks with the female 
radio compere, and threatens to blow up 
the cliff face, is poorly managed. And 
though Edward is skilfully played by Bruce 
Keller, and Jean-Pierre Mignon’s direction 
is adequate, if unexceptional, the energy of 
the piece tends to disintegrate into a 
barrage of threats, counter-threats and 
poetic indulgences.
By contrast Bruce Knappett’s Alien 
Corn is carefully composed, coherent and 
finely judged in terms of pace and dramatic 
contrast.
Brine Keller in In Mama's The Door.
Written as the middle act of a "trifecta", 
its chief subject Rose is similarly a victim of 
self-imposed isolation. Rose lives alone in 
a boarding house with her magazines, 
suitcases, paper Bowers and a photo of 
Paul. Apart from visitors in the form of a 
venal Avon lady, a co-tenant who claims to 
be collecting donations for the landlady’s 
birthday present, and someone from 
National Polls Inc. she appears to be 
entirely cut off from the world. And the 
chief interest of the piece is in the contrast 
between the outwardly compliant and 
genial self she presents to others, and a 
pathetic clinging to the childlike and 
romantic fictions she elaborates in the 
private confines of her room.
According to the programme notes, the 
third part of the "trifecta" is called "Extra 
Double". If this middle act is an indication 
of its quality, it should not be missed.
Hosanna in the 
lowest
HOSANNA
by Suzanne Spunner
Hosanna by Michael Tremblay. Playbox Upstairs. 
Melbourne. Vic. Opened June 5 19X0.
Director and Designer. Murray Copland; Lighting. 
Robert Gebert; Sound. Yvonne Hockey; Production 
Manager.Sandra Matlock; Stage Manager. Howard 
Stanley.
Hosanna. Robert Essex; Ballsy, Vernon Wells.
( Professional)
Images of homosexuality on stage and
screen have been rife in Melbourne over 
the last month with MTC’s production of 
Bent, the Playbox production of Hosanna 
and the French-ltalian film La Cage Aux 
Folles, and comparisons between them are 
unavoidable. Of the three La Cage and 
Hosanna  deal specif ica lly  with 
transvestism, while Bent touches on 
transvestism, but focuses on the political 
r e p re s s io n  and p e r s e c u t io n  of 
homosexuals in Nazi Germany. La Cage 
and Hosanna are set in contemporary 
France and Canada respectively in 
societies mercifully more liberal than Nazi 
Germany, thus the limits of expression 
rather than the extent of repression are the 
issues in these works.
Hosanna was written by French 
Canadian playwright Michel Tremblay, a 
Quebecquois activist who sees in the 
identity ambiguity of transvestism an 
analogy for the state of the French- 
Canadian citizen. Unfortunately director, 
Murray Copland has substituted Sydney 
for Montreal and denied the play this 
imsportant other meaning, and placed 
considerable strains on the language and 
references.
The play expressly sets up a voyeuristic 
relationship with the audience and this is 
compounded by Copland’s design; we feel 
like neighbours in the apartment (flat) 
opposite training our binoculars, and 
straining our ears to catch every syllable of 
every foul invective that Hosanna and his 
lover Ballsy heap upon each other during 
the long night after the party. As they peer 
out their window and curse the obsessively 
blinking neon light opposite, they see us, 
equally impassive and everpresent.
In the Upstairs of the Playbox the effect 
was o p p r e s s iv e  a n d  p a i n f u l l y  
claustrophobic and the constantly flashing 
sign was as irritating for us as it was for 
them. The conventionalised realism of the 
light and the set was aggressively ugly and 
vulgar but an utterly effective translation 
of the play’s tensions. The increasing desire 
1 felt to get out of the space into fresh air 
and clear light was matched by my 
mounting and fervid wish that Hosanna 
and Ballsy would leave their hothouse and 
live in the world outside, and similarly that 
Hosanna would take off her Cleopatra wig 
and the sedimentary layers of makeup and 
show us who he was.
In the final moments of the play this 
unmasking does happen and the Elizabeth 
Taylor icon is dissolved in a viscous excess 
of cold cream. Notwithstandingthe cliched 
nature of the image, for me it provided 
little short of an orgiastic relief. If this was 
the high point of the play it was also the 
only moment in it when I felt both 
interested in, and "inside" Hosanna. For 
the rest it was a decidedly uncomfortable 
exercise in how an actor acts a drag queen 
while mistakenly believing he is being one.
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Unmoving 
sophistication and 
awesome humanity
THE MISANTHROPE 
UNDER MILKWOOD
By Cliff Cillam
The Misanthro/u■ b\ Molicrc. I he Hole In I he Wall 
Theatre Company. Perth. W'A. Opened. June 25. 1980. 
Director. Edgar Metcalfe; Designer. William Dowd; 
1.ighting Designer. Richard Hartley: Stage Manager. 
Helen Godecke.
Cast; Alceste. Vic Hawkins; Basque. Michael Van 
Schoor; Philinte. Gerald Hitchcock; Oronte. Iran 
King; Celimene. I.eith Taylor; Pliante. Jenny Davis; 
The Marquis Clitandre. C live Talbot-Dunn; I he 
Marquis Acaste. Peter Morris; Arsinoe. Rosemary 
Barr.
( Professional)
l niter Milkwood by Dylan I homas. The National, 
Theatre Company at The Playhouse. Perth. WA. 
Opened. J u n e  26. 1980.
Director. John Milson; Designer. Steve Nolan;
I ighting Designer. Duncan Ord; Stage Manager. 
( Inis line Randall.
Cast: first Voice. James Beattie; Second Voice, faith 
C layton; Captain Cat. f rank Johnston; with Jenny 
McNae, Margaret ford, Merrin Canning. Maurie 
Ogden, Colin Borgonon, Glenn Hitchcock, Scott 
McGregor.
( Professional)
Metcalfe’s Misanthrope is on the whole 
a very stylish affair but 1 felt that the 
updating of the setting of the play, from 
courtly 17th century Paris to a 
contemporary French administered 
c o lo n ia l  i s la n d ,  was so m e w h a t  
misconceived. It is simply unlikely that 
French colonial administrators in such a 
setting should make the writing of sonnets 
a key point of honour and politesse. 
Alceste’s condemnation of Oronte’s lyric 
efforts is a key device in M oliere’s plot, and 
much of the satire against social pretension 
featured in the play derives from this 
situation. Moreover, the sense of an 
extensive courtly society which generates 
and thrives upon insincerity and hypocrisy 
is again central to Moliere’s concerns. 
Elegantly simple as Bill Dowd’s set was, 
one did not have the impression that this
Rosemary Barr (Arsinoe) and I.eith Taylor 
(Celimene) in Hole in the Wall's The 
Misanthrope. Photo: Sally McConnell.
expatriate world of administrators was 
large enough for the luxury of social 
sniping.
Apart Irom this initial reservation about 
the setting, I was also concerned by the 
mode of performance, which was 
appropriately elegant and stylish, but left 
me feeling that the production was hollow 
at the core, that one had observed a series 
of finely executed exercises in technique, 
performed without feeling. Vic Hawkin’s 
Alceste seemed to me particularly to lack 
real conviction, there being less a sense of a 
worldly man’s bitterness than a sense of the 
kind of hysteria suffered by a disillusioned, 
naively idealistic youth.
As Celimene. Leith Taylor inspired 
more conviction: her coquettish vivacity 
made A lc e s te ’s passion  for her 
understandable and she played always 
with a keen sense of w hat it might mean to 
feel that one must Hatter and fleer to 
survive, to win. Indeed the best moments 
of the production featured Taylor in duet 
with Ros Barr, as her hypocritical 
antagonist Arsinoe. The superlative social 
comedy of their ruthless bitchery was 
brilliantly managed by both actresses.
So, a sophisticated comedy, stylish in 
performance, elegant to look upon but in 
the end one was left unmoved.
It was however impossible to be 
unmoved by the National Theatre’s 
production of Dylan Thomas’ Under 
Milkwood. Director. John Milson. has 
nursed a passionate love for the rare
language ol the Welsh bard for many 
years, and this love of the language and of 
the vision it embodies is everywhere 
manifest in his production of Thomas's 
greatest work.
The triumph begins with Steve Nolan's 
design. I he stage, steeply raked, represents 
the main street of Flareggub. Hanked 
either side by solid-seeming two-storied 
houses of dour grey stone. At the rear of 
the stage a screen for back projection, 
masquerading when front-lit as a kind of 
primitive map of the town, provides an 
inner area in w hich some portions of this 
play for voices may be enacted, even as the 
windows, doors and balconies of the stone 
houses do. as the street does, as do the bar 
of the Sailor's Arms and the town jetty 
(frontstage left and right respectively).
Using, (apart from the First and Second 
Voices) a cast of only eight players. Milson 
has so carefully apportioned the thirty- 
eight or so speaking parts among them, 
and Nolan so carefully structured the 
playing area that the surging How of 
Thomas’s word-magic is never once 
stemmed by the exigencies of enactment. 
Of crucial importance in maintaining this 
flow is Duncan Ord’s complex and highly 
effective lighting design and I’ll wager the 
resources of the Playhouse lighting board 
have been stretched to the limit in the 
process of defining so many distinct areas 
for performance while at the same time 
offering patterns of change in general 
lighting which echo faithfully the passage 
through a spring day from dark to dark 
Under Milkwood.
The sheet anchor's of any production of 
Under Milkwood are of course the First 
and Second Voices and here Milson chose 
most wisely in casting two of Perth’s most 
skilled, most sensitive, most experienced 
performers. Perhaps only the poet himself 
ever possessed the whole range implied in 
the language of the First Voice, and James 
Beattie thus did not seek to strain for the 
extremes of robust rumbunctiousness and 
rapturous delirium the words sometimes 
suggest. Instead he cultivated those aspects 
of the Voice best suited to the qualities of 
his own voice, bringing out most the sense 
of a forgiving wisdom, an embracing 
compassion allied with the suggestive hint 
of a melancholy neither bitter nor 
despairing, but clearsightedly aware of the 
space between our best imaginings and our 
quotidian reality. As Second Voice, Faith 
Clayton, was both sensitive foil and vital 
complement, lacing her compassion with a 
salt tang of the bawdy and bringing to the 
shapes of Thomas’s language a quality of 
glittering-eyed gaiety awesomely humane.
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April-May 1980
“A Giant of a Play” — Clive Barnes 
Winner: 1979 Best Play,
Best Actor — Broadway
Aug-Dec 1980
June-Aug 1980
* PLUS many 
more exciting 
Australian 
and Overseas 
Attractions 
to be
Announced!
1 98 0
June 1980
July-Aug 1980
GET THE BEST SEATS -  at a concession price tor these shows and many more besides
If you haven’t ever thought about joining the A.E.T.T. 
now is the time to do so. The A.E.T.T. offers theatre and 
filmgoers a remarkable service for just $15 per year. 
THEATRE CONCESSIONS: Discounts are available for 
most theatres on a regular basis. You can save up to 
$10 on a double ticket.
FILM CONCESSIONS: You can save $2.00 on a double 
ticket at a wide range of films.
TRUST NEWS: Our regular newsletter brings you news 
of forthcoming attractions and of special Member 
concessions.
EASY BOOKING: With each Trust News you receive 
booking coupons which allow you to book for the major 
attractions announced in that edition directly from
home. You send your booking coupon back to the Trust 
and we see you get the best seats available. 
PREFERENTIAL BOOKING FACILITIES: Members usually 
read about forthcoming attractions in Trust News before 
they are advertised in the press. So Members can book 
before the general public and receive prime seats. 
Quite a service we think you’ll agree so don’t delay — 
ring your State Trust office for an application form NOW!
-  SYDNEY: Olga Nalepka. Phone: (02) 357 1200.
-  MELBOURNE: Billie Hammerberg. Phone: (03) 662 2911.
.  BRISBANE: Jann Olsson. Phone (07) 221 9528.
.  ADELAIDE: Veronica Bohm. Phone: (08) 272 0085.
■ PERTH: Lyn Friee-Grandison. Phone: (092) 384 7005.
A.E.T.T.-The Theatre Trust making it all happen in Australia!
AETT80/NAT1
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BOOKS
Melodrama and 
reference
Playing the Empire by David Holloway. 
Harrap, rrp $28.50.
Australian Dictionary of Music Organi­
zations Australian Music Centre. 
Directory of Cay Plays compiled and 
edited by Terry Helbing. Gay Theatre 
Alliance, J H Press.
David Williamson's The Club by Peter 
Fitzpatrick. Currency Press.
Anyone who has read original reviews 
of nineteenth century melodramas will 
have noticed the extent to which they use 
the word "realistic" to. describe shows 
which we would think of as wildly 
improbable, rhetorical and overblown. 
With sets of backdrops, cutouts and wing 
and border pieces: plays full of sensational 
incident, black and white moral 
imperatives and stock character types; an 
acting style of bombast and set comic 
business it is hard to imagine how 
realism enters into it. And yet reading 
David Holloway’s Playing The Empire 
you begin to think that perhaps it was all 
realistic after all. At least for the various 
Holloway Touring Companies life was 
pretty wild.
In the fifty odd years that was the heyday 
of the Holloways’ kind of theatre they 
toured four continents, taking complete 
stock companies, full sets for up to ten 
shows; playing each show two or three 
nights in towns and cities from 
Johannesburg to Calcutta to Hong Kong 
and Shanghai. One’s respect for W E 
Holloway, the author’s father (on whose 
memoirs this book is based), soars when 
reading an account of a tour of South 
Africa to India and the Far East, which 
took thirty four tons of scenery in six 
railway carriages. With a full-time cast and 
crew of twenty-seven, recruiting dozens of 
extras in each new venue, they moved on 
every two or three weeks leaving the 
towns enriched with their particular 
mixture of Shakespeare, melodrama and
comedy. All this was managed efficiently, 
indefatigable and tactfully bv Holloway 
pere.
In the personal fortunes of the family, 
too, are all the makings of great 
melodrama. In the first twenty pages we 
read of Kate Holloway (W E’s mother) 
running off into the Australian bush from 
her drunken remittance-man husband, 
wrecked sailors in small boats eating each 
other, births and deaths in steerage at sea. 
In South Africa the company managed on 
every tour to find themselves caught in the 
middle of a riot, a war, or a miners’ strike 
with fighting in the streets outside the 
theatre. I here are leading actors getting 
stabbed at the stage door, wolves howling 
in the wings and cyclones at sea. In the 
Transvaal W E’s father gave him a revolver 
with three bullets, during one riot, with the 
words. "II the Kaffirs break loose, you 
know what to do with your mother and 
sisters."
I he Holloways seem to have made and 
lost several fortunes. The delicacy of W E's 
original explanations of the losses, 
reflected in David’s book, gives them all 
the arbitrariness of the sudden reversals in 
melodrama. In the same way there are 
many anecdotes, involving typical comic 
; types such as the lazy Indian servant or the 
i drunken star actor, which provide 
| melodramatic comic relief.
j  One is about a star who refused to learn 
J his lines, coping by storming around the 
j stage booming incomprehensible noises 
i and leaving the rest of the cast to try and 
i get the plot across. W E, sick of it one 
! night, ran all of his lines together into one 
j long speech, reached a climax and exited,
■ leaving the star alone on stage. The SM 
i rang down the curtain, the star, instead of 
storming off angrily, came up to W E and 
asked, puzzled. "What happened in that 
scene?" W E replied, "1 don’t know, 
guv’nor, but I don't think you said much." 
The star was satisfied. He went out shaking 
his head, muttering. "I suppose I was a bit 
fluffy."
If all this were not enough, and as if to 
prove that melodrama is a perfectly good 
way of getting across serious stuff, this 
book also provides an enthralling view of 
the workings of a whole way of theatre 
which no longer exists. There is also a 
dignified and interesting defence of the old 
way given in an appendix a paper read 
by W E at the Mermaid Club in 1936. He 
acknowledges some of the limitations 
such as fitting the part to the actor's style, 
rather than asking the actor to explore the
part but pays tribute to the discipline, 
professionalism and idealistic sincerity of a 
sadly vanished breed of men and women of 
the theatre.
Playing The Empire is also, incidentally, 
a handsomely produced book, enter­
taining. perfect bedtime reading for resting 
actors, a perfect gift, and all that.
Finally a few reference books. The 
Australian Directory of Music Organiza­
tions, published by the Australian Music 
Centre, is a revised, expanded and updated 
edition of their earlier directory. It now has 
some 3.000 entries, indexed. The Centre 
also publishes a series of Catalogues of 
Australian Compositions, in various 
categories. For Sydney dwellers there is 
also a library of books, recordings and 
scores at their office at 80 George Street. 
The Rocks.
The Gay Theatre Alliance, New York, 
has published a Directory of Gay Plays, 
edited by Terry Helbing, which gives 
details of mainly American, but some 
European plays "with major gay characters 
and or predominant gay themes." It looks 
very useful w ithin the limits of the listings. 
A model entry, in format, if not of a typical 
play, is this:
"Edward II by Christopher Marlowe. 
Drama. Full length. 26M. 2F (Doubling). 
Prod: Pembroke's Men. London, 1593. 
Publ: Avon Books. New York, 1974.
"By favoring Gaveston, Edward 
alienates his lords, the church and his 
wife. War breaks out and Edward is 
captured by Mortimer and eventually 
killed. Edward’s son then has Mortimer 
hanged and imprisons the Queen in the 
Tower."
All of the other plays listed are rather 
more recent.
Currency press have launched a new 
series, designed for schools, of "Studies in 
Australian Drama", which are brief 
pamphlets giving critical introductions to 
plays and extracts from reviews. The first is 
David Williamson's The Cluh, by Peter 
Fitzpatrick, w hich puts yet another type of 
stamp ol success on this extraordinary 
play. The introduction places a lot of 
emphasis on language and sociological 
relevance without putting the play in much 
of a theatrical context. This, no doubt, is 
what the schools want good themes 
discussable in the classroom but it 
suggests that the setting of recent 
Australian plays on school syllabi is 
bringing the plays w ithin the system, rather 
than allowing them to extend school 
teaching into new areas, it will be 
interesting when Boys Own McBeth is set 
as a theatrical text for study in schools.
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ACT
THEATRE
PLAYHOUSE (496488)
Australian Theatre Workshop:
*Traitors by Stephen Sewell. Director, 
Warwick Baxter. August I and 2. 
JIGSAW COMPANY 
*The Hurdy Gurdy Ghost Gum, devised 
by the Company. D irector, Joe 
Woodward. August 13-22 School season. 
August 22-29 Public season.
REID HOUSE THEATRE 
WORKSHOP (470781)
Jigsaw Company:
*Me Jack, You Jill and * The 700,000, 
various locations in the ACT.
TEMPO
Man o f La Mancha Director, Wayne 
Shepherd. Wednesdays to Saturdays, 
August 1-16.
DANCE
CANBERRA THEATRE (49 7600) 
Sydney Dance Company:
Shéhérazade/ Viridian / Daphnis and 
Chloe, August 1. 2.
PLAYHOUSE (496488)
Canberra Dance Ensemble. August 6-8.
OPERA
CANBERRA THEATRE (49 7600) I 
Delicado Productions:
My Fair Ladv with Stuart Wagstaff and 
Peita Toppano. August 5-9.
Canberra Theatre Trust by arrangement 
with the Adelaide Festival Trust.
The Masters with June Bronhill and 
Dennis Olsen.
For entries, contact Marguerite Wells on 
433 035 (WJ or 430 706 (H).
NSW
THEATRE
AXIS THEATRE PRODUCTIONS 
(969 8202)
Court House Hotel, Tayloç Square.
The Billie Baevs Show by Tony Harvey 
and Malcolm Frawley; directed by Peter
Meredith; with music by Gary Smith. 
Throughout August.
BRONTE INN (389 2222)
Macpherson St, Bronte.
The Vampire Show by Perry Quinton; 
directed by Perry Quinton; with Zoe 
Bertram, Danny Adcock and Patrick 
Ward. Throughout August.
ENSEMBLE THEATRE (929 8877)
*No Room for Dreamers by George 
Hutchinson; directed by Lex Marinos? 
with Terry Bader, Alan Becher, Peter 
Corbett, Shaunna O’Grady, Peter Rowley. 
Mary-Lou Stewart and SonjaTallis. Until 
August 2.
Cold Storage by Ronald Ribman; directed 
by Hayes Gordon; with Len Kaserman and 
Brian Young. Commences August 7. 
FIRST STAGE THEATRE COMPANY 
(82 1603)
The History of Theatre in Dramatic Form 
by Gary Baxter; directed by Chris Lewis; 
with Angela Bennie, Damien Corrigan and 
Gary Baxter. Touring to schools 
throughout August.
FRANK STRAIN’S BULL ’N BUSH 
THEATRE RESTAURANT (357 4627) 
That \ Rich a musical review from the turn 
of the century to today; with Noel Brophy, 
Barbara Wyndon, Garth Meade, Neil 
Bryant and Helen Lorain;' directed by 
George Carden. Throughout August. 
GENESIAN THEATRE (55 5641) ^  J j  
Twelfth Night by William Shakespeare; 
directed by Margaret Rienecke. Until 
August 23.
Pygmalion by George Bernard Shaw; 
directed by Denis Allen. Commences 
August 30.
HER MAJESTY’S THEATRE 
(212 3411)
13 Rue de I’Amour by Ed Feilbert and 
Mawby Green (based on Feydeau); 
directed by Basil Langton; with Louis 
Jourdan, Leslie Caron, John Bluthai, 
David Nettheim, John Allen, Noel Ferrier 
and Betty Benfield. Until August 16. 
HUNTER VALLEY THEATRE 
COMPANY (26 2526)
Playhouse: Brecht On Brecht arranged by 
George Tabori; director, Aarne Neeme. To 
Aug. 2. Civic Theatre: Bedroom Farce by 
Alan Avckbourne: director, Aarne Neeme. 
Aug 8-23.
JANE STREET THEATRE (663 3815) 
The Dyhhuk by S Ansky; directed by John 
Clark and Ros Horin; with Vivienne 
Garrei^Nick Lathouris, Barry Otto, Barry 
Lovett, Deidre Rubenstein, Tim Burns, 
Fay Mokotow, and John Hannan. Until 
August 23.
KIRRIB1LL1 PUB THEATRE (92 1415) 
Kirribilli Hotel, Milson’s Point.
The Robin Hood Show by Perry Quinton 
and Paul Chubb; directed by Perry 
Quinton; with Leonore Smith, Michael 
Ferguson and Ross Hohnen. Throughout 
August.
LES CURRIE PRESENTATIONS
(358 5676)
Colony, a programme of folk songs and 
sketches describing colonial Australia 
devised and performed by Colin Douglas 
and Tony Suttor for infants, primary and 
secondary; NSW country throughout 
August.
Mike Jackson traditional bush music; 
Sydney metropolitan areas throughout 
August.
Billhar Puppet Theatre production of The 
Frog Prince for infants and primary. 
North Coast and Hunter from August 1 I- 
16.
Modern Mime Theatre programme of 
illusionary mime devised by Michael 
Freeland for infants, primary and 
secondary. Metropolitan area throughout 
August.
Agnes Warrington Shapes and Styles 
(costumes through the centuries) and A 
History of Theatre for secondary schools. 
North West and North Coast from August 
4.
LIVING FLAM E L U N C H T IM E  
THEATRE (357 1200)
AMP Theatrette, Circular Quay 
Hank's Night by Paul Ableman; directed 
bv Michael Morton-Evans from August 4. 
MARIAN STREET THEATRE 
(498 3166)
Shock by Brian Clemens; directed by 
Alistair Duncan; with Olive Bodill, Bevan 
Wilson, Louise Pajo, Paul Mason, 
Michael Gow, Rikki McDonald. Until 
August 2.
The Breadwinner by W Somerset 
Maugham; directed by Bob Cubbage. 
Commences August 8.
MUSIC HALL THEATRE 
RESTAURANT (909 8222)
East Lynne by Mrs Henry Wood; directed 
by Alton Harvey; with Alton Harvey, 
Bernadette Houghsen, Mai Carmont and 
Christine Cameron. Throughout August. 
MUSIC LOFT THEATRE (977 6585)
At The Loft, a new musical review with 
The Toppano family and Lorrae 
Desmond. Throughout August.
NEW THEATRE (519 3403)
We Can't Pay? We Won’t Pay! by Dario 
Fo; directed by Jerome Levy. Throughout 
August.
NIMROD THEATRE (699 5003) 
Upstairs: * Inside the Island by Louis 
Nowra; directed by Neil Armfield; with 
Dinah Shearing, Martin Vaughan and 
Judy Davis. Commences August 13. 
Downstairs: * Backyard by Janis Balodis; 
directed by Terence Clarke; with Brian 
Brown, M ichelle  Faw don , Jo h n  
McGregor, David Atkins and Joan 
Sydney. Until August 31.
Late Night Show: *Scanlan by Barry 
Oakley; with Max Gillies. August 1-30. 
NSW THEATRE OF THE DEAF 
(357 1200)
The "Shhh" Journey for primary schools 
and The Unheard World o f Jasper Lawson
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for secondary schools; both directed by Ian 
Watson; with Nola Colefax, David 
London, Colin Allen, Bryan Jones and 
Rosemary Lenzo. Metropolitan area 
throughout August.
Q THEATRE (047 26 5253)
* Travelling North by David Williamson; 
Bankstown until August 2.
The Homecoming by Harold Pinter; 
commences Penrith August 15. 
SEYMOUR CENTRE (692 0555)
Everest Theatre: More Than a Sentimental 
Bloke, the life and work of C J Dennis with 
John Derum. August I 1-23. 
SHOPFRONT THEATRE FOR 
YOUNG PEOPLE (588 3948)
Free drama workshops on weekend; 
includes playbuilding, mime, dance, 
puppetry, design, radio and video. 
Shopfront Caravan touring city sqhools 
with The Tempest by William Shakespeare 
and Childmyth and The Tale Plav created 
by the cast and directed by Errol Bray. 
Youth Theatre Showcase: Punch and 
Hats, a mime play; both created by 
Shopfront Theatre and directed by Faye 
Westwood. August I, 2, 8, 9, 15 & 16. 
Fourth National Young Playwrights 
weekend including season of plays by 
young Australian playwrights August 28- 
31.
SYDNEY TH EA TRE COMPANY 
(20588)
Drama Theatre, SOH:
Cyrano tie Bergerac bv Edmond Rostand 
translated by Louis Nowra; directed by 
Richard Wherrett; with John Bell. Robin 
Ramsay, Helen Morse and Andrew 
McFarlane. Until August 30.
THEATRE ROYAL (231 61 II)
Born in the Gardens by Peter N ichols; with 
Gwen Plumb and John Meillon. Until 
August 9.
They're Playing Our Song by Neil Simon; 
directed by Phil Cusack; with Jackie 
Weaver and John Waters. Commences 
August 23.
OPERA
THE AUSTRALIAN OPERA (20588) 
Sydney Opera House.
Rigoletto by Verdi; conducted by Richard 
Bonynge and produced by John Copley. 
Katya Kabanova by Janacek; conducted 
by Mark Elder and produced by David 
Pountney. / Masnadieri by Verdi; 
conducted by Richard Bonynge and 
produced by Peter Beauvais. The Barber of 
Seville by Rossini; conducted by Peter 
Seymour and produced by John Cox. 
Lucia di Lammermoor by Donizetti; 
conducted by Richard Bonynge and 
produced by John Copley. In repertory 
throughout August.
For entries contact Carole Long on 
357 1200/909 3010.
QLD
THEATRE
ARTS THEATRE (36 2344)
What The Butler Saw by Joe Orton; 
director and designer. Leon Hutchinson. 
Aug 7-Sept 13.
Children’s Theatre: Belongalongalonga by 
Rome Warren; director. Erma Vanden- 
burg. To Aug 9. Sats 2pm.
HER MAJESTY'S (221 2777)
The Diversions And Delights Of Oscar 
Wilde, starring Vincent Price. Aug 11-16. 
Hinge And Bracket. Aug 18-23. 8pm.
LA BOITE THEATRE (36 1622)
* Let’s Twist Again by Rob George; 
director. Sean Mee. To Aug 16.
*Traitors by Stephen Sewell; director, 
Malcolm Blaylock. Aug 22-Sept 13. 
POPULAR tHEATRE TROUPE 
Ring 36 1745 for current programme. 
QUEENSLAND ARTS COUNCIL 
(221 5900)
On tour:  Q T C ’s p ro d u c t io n  of 
Accommodations by Nick Hall; director, 
Lloyd Nickson.
QUEENSLAND THEATRE 
COMPANY (221 3861)
SGIO Theatre; Mourning Becomes 
Ftectra by Eugene O’Neill; director, Robin 
Lovejoy; designer, Graham Maclean. Aug 
8-23.
TOOWOOMBA ARTS THEATRE 
(30 1300)
An adaption of The Servant Of Two 
Masters by Goldoni; director, Graham 
Byrne. To Aug 9.
TOWNSVILLE CIVIC THEATRE 
S u m m ers to ck  P ro d u c t io n :  *The 
Department, by David Williamson; 
director. Rod Wissler. Aug 20-23.
DANCE
QUEENSLAND ARTS COUNCIL 
(221 5900)
State Tour: Kolobok Dance Company.
For entries contact Don Batchelor on 356 
9311.
SA
THEATRE
ARTS THEATRE (212 5777)
53 Angus St: Table Manners by Alan 
Ayckbourn; director, Leo Hefferman. Aug 
9-16.
ASSOCIATION OF COMMUNITY 
THEATRE (223 8610)
Script writing workshop for young writers 
16-18 years at Carclew. Aug 16, 17. Sept 
8-13. Ring Edwin Relf on 223 8610 for 
details.
Q THEATRE (223 5651)
89 Halifax St: Charlie's Aunt by Brandon 
Thomas: director, Peter Goers. Wed-Sat. 
To Aug 23.
THE SPACE (51 0121)
A theatre group from Rotterdam, Silk. 
presents a Greek classic: The Oresteia. Aug 
2. Bent Brass. Aug 6-19.
STAGE COMPANY 
Balcony Theatre. 120 Gouger St: Betrayal 
by Harold Pinter; director, Les Dayman. 
Aug 7-30.
STATE THEATRE COMPANY 
(51 5151)
T heatre  62: Pericles by William 
Shakespeare; director, Nick Enright; 
designard Roberts. Aug 8-Sept 6. 
Playhouse: *The Man From Muckinupin 
by Dorothy Hewett; director, Kevin 
Palmer; designer, Eamon D’arcy. Aug 15- 
Sept 6.
STATE THEATRE COMPANY 
Magie TIE Team: presents three plays. 
Accidently Yours, Until Ya Say Ya Love 
Me, There’s Always The Tellv. 
Metropolitan School performances. Tour 
ol Broken Hill and Yunta Aug 17-30. 
THEATRE GUILD (22 3433)
Femination translated and directed by 
Professor Tony Commin, with the Italian 
Folk Ensemble. Little Theatre Wed-Sat 
Aug 16-23. Town Hall Theatre. Unley. 
Aug 27-Sept 6.
TROUPE (31 0764)
At the Red Shed: *Bleedin Butterflies by 
Doreen Clarke; director, David Young. 
Aug-Sept.
DANCE
FESTIVAL THEATRE (51 0121)
The Australian Ballet presents Anna 
Karenina. Aug 1. 2. A Tribute To 
Boravansky, including Sylphides, 
Scheherazade, and Graduation Ball. Aug 
5-9. The Australian Ballet, the Dancers 
Company, presents Pineapple Poll, 
Symphony in D, and Las Hermanas.
The Dance Theatre of Harlem. Aug 1 1-16. 
THE SPACE (51 0121)
I he Australian Dance Theatre presents As 
We Are. Aug 29. 30.
For entries contact Edwin Relf on 
223 H6H).
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TAS
THEATRE
SALAMANCA THEATRE COMPANY 
(23 5259)
I've Goi A Name by John Lonie; director. 
Richard Davey. Ritches Mill Art Gallery 
Aug 1-8. Hobart Museum and Art Gallery 
Aug I 1-29.
Mininwta and Man Friday. Launceston 
schools Aug 1-8. Hobart schools Aug I 1- 
29.
Hobart Museum and Art Gallery: Sunday 
Afternoon Show. Aug 17.
THEATRE ROYAL (34 6266)
The Masters starring June Bronhill and 
Dennis Olsen. Aug 12-16.
Promcon presents Hinge And Bracket. 
Aug 26-30.
For entries contact Anne Campbell on 
(049) 67 4470.
VIC
THEATRE
ALEXANDER THEATRE (5432828) 
FQT Theatre Company presents Lock Up 
Your Daughter; director, Brian Grosley; 
with Fred Parslow. Monica Maughan and 
Liz Harris. From Aug 22.
AUSTRALIAN PERFORMING 
GROUP (347 7133)
Back Theatre: * Banquet o f Vipers by Jean 
Pierre Mignon. Aug 21 — Sept 21.
The Case o f Catherine Mansfield. 
Compiled and edited by Kathy Downe. To 
Aug 17.
ARENA THEATRE (249667)
* The Whale. The Biggest Thing That Tver 
Died by Geoff Kelso, for upper primary. 
Where to Turelu? by Henri Degoutin, for 
junior primary.
COMEDY CAFE
Brunswick Street, Fitzroy: Original 
Comedy entertainment starring Rod 
Quantock.
COMEDY THEATRE (6634993) 
Diversions And Delights, starring Vincent 
Price. To Aug 9.
*A Star Is Torn, with Robyn Archer. Aug 
12-30.
D R A MA  R E S OUR C E  C E NT RE  
(347 5649)
Touring: Victorian Youth Theatre 
Association in conjunction with the 
Drama Resource Centre presents You're 
On. From Aug 10.
FLYING TRAPEZE CAFE (413 727) 
Missing Persons presents Future.
HFR MAJFSTY'S (663 3211)
Evita! To Aug 31.
LA MAMA (489 6560)
Performance Events: EG by Chris Mann. 
Aug 1-3.
A Film Theatre, Grain Of The Voice by 
Corrin and Arthur Cantrell. Other events 
include works by Dom Declario and Chris 
Knowles. Aug 8-10.
THE LAST LAUGH THEATRE 
RESTAURANT (419 6225)
King Size Whittles. Aug 7-Sept 
MELBOURNE THEATRE COMPANY 
(654 4000)
Athenaem: The Matchmaker by Thornton 
Wilder; with Vivien Davies, Margot 
Knight, Charles Tingwell, John Stanton, 
Kate Wilkin, Peter Curtain, and Rosie 
Sturgess. Aug 13-Sept 27.
Boy For Me. Girl For You. To Aug 9. 
The Maids, by Jean Genet. Aug 18-Sept 
20 .
*Dut\ Bound by Ron Elisha. Aug6-Oct4. 
MURRAY RIVER PERFORMING 
GROUP (217 615)
Albury: Community workshops and 
Circus workshops. Throughout Aug. 
MILL THEATRE COMPANY (222318) 
Geelong: * The Clyde Company. A 
theatrical exploration of early settlement 
in the Geelong area by the Mill Theatre 
Company. From Aug 12.
PLAYBOX THEATRE FOUNDATION 
(634 888)
Downstairs: Wings by Arthur Kopit; 
director, Malcolm Robertson; with
Patricia Kennedy. From Aug 18.
Upstairs: Buried Child by Sam Shepard; 
director, Roger Pulvers. From Aug 14. 
WEST COMMUNI TY THEATRE 
(370 7034)
The Placers written and performed by Ian 
Schrives and Phil Sumner; director, Ray 
Mooney. Throughout Aug.
Living On The West Side, a cabaret show. 
Mother Knows, and Girls.
OPERA
ARTS COUNCIL OF VICTORIA 
(529 4355)
Touring: Victorian State Opera presents 
Ticka Tocka Linga and Rigoletto.
Mixed Company presents Aesops' Fables.
For entries contact Suzanne Spunner on 
3872651.
WA
THEATRE
HAYMAN THEATRE (350 7026)
Drums Of The Snor by David Pinner; 
director, Ross Manson.
HIS MAJESTY’S THEATRE (322 2929) 
The Desert Song, director, Ken Campbell 
Dobie.
The Kingfisher by William Douglas 
Home; with Googie Withers, John 
McCallum and Ronald Frazer. To Aug 2. 
THE HOLE IN THE WALL (281 2403)
It Was The Lark by Emphraim Kishorn; 
director, Edgar Metcalfe. To Aug 23. 
Sometime Tomorrow by John Aitken; 
director, Mike Morris. Aug 27-Sept 6. 
THE MAGIC MIRROR THEATRE 
COMPANY
The Rubbedy Dub Pub Show by John 
Aitken; director, John Aitken. 
PLAYHOUSE (325 3500)
The National Theatre Company: Empress 
Eugenie by Jason Lindsay; director, 
Marian McNaghton; with Nita Panned. 
Aug 21-Sept 13.
TIE: * MIDDLETON MARKET  BY 
RICHARD TULLOCH.
*DOOLA N by Richard Tulloch.
* Louisa’s Room by Wanda Davidson. 
REGAL THEATRE (381 1557)
Private Lives by Noel Coward; with 
Edward Woodward and Michelle Dotrice. 
Aug 26-Sept 20.
THE UNI VERS I TY T H E A T R E S  
(380 2440)
Octagon: A Star Is Torn by Robyn Archer 
and Rodney Fisher; director, Rodney 
Fisher; with Robyn Archer. To Aug 9. 
Garthe Hewitt Presents. Aug 10, 12. 
Diversions and Delights o f Oscar Wilde; 
with Vincent Price. Aug 3-25.
DANCE
HIS MAJESTY’S THEATRE (322 2929) 
Australian Ballet. Programme to be 
announced. Opens Aug 19.
THE UNI VERS I TY T H E A T R E S  
(380 2440)
Dolphin Theatre: Ballet Classique. Artistic 
director, Tamara De Nicoli. Aug 9, 24. 
WA BALLET COMPANY 
Octagon Theatre: The Ballet Le Nose. Aug 
16.
In residence programme at University Aug 
25-30.
OPERA
HIS MAJESTY'S THEATRE (322 2929) 
Opera Viva. Aug 7-16.
For entries contact Joan Ambrose on 
299 6639.
*An Australian scripted play.
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We have m oved
But there’s still no business like ... 
SHOWBUSINESS BOOKSHOP 
now at our new enlarged premises 
1ST FLOOR, 20-22 McKILLOP ST., 
MELBOURNE 3000.
PHONE (03) 67 5391 • 4 LINES
Huge selection of scripts from: English Theatre 
Guild. Dramatists Play Service. Evans Bros. 
Samuel French, Faber, Currency-Methuen, 
Dramatic Pub. Co. We carry Theatre Australia. 
After Dark, Dance Magazine. Plays & Players, 
Dance & Dancers, Films & Filming. Stein's 
Theatrical Make-up, Leichner Make-up. Special 
attention to Mail Order Customers.
CONTACT VIN FOSTER FOR PROMPT 
ATTENTION
Mona Workman
Makers of fine quality 
wigs, hairpieces, beards, 
moustaches, side levers. 
Made to Order.
W igs fo r hire fo r com m ercia ls 
at reasonable rates.
For Film, S tage & TV.
Tel. (02) 33-6628 
1 st Floor, 108 Oxford Street, 
Paddington N.S.W. 2021
THE PERFORMING ARTS 
BOOKSHOP
232 Castlereagh Street, 
Sydney. 2000. 
Telephone: Patrick Carr 
[02] 2331658
\uslralnV, magazine of the perfuming aits
Theatre Australia
k/hat
m?
Sunny South 
Sydney Festival 
Inside AGC Paradine 
Gay Theatre
THESPIA’S PRIZE CROSSWORD  
No. 26.
Name
Address
P/code
Across:
I . Blossom? She might help with the washing- 
up (6-5)
10. Lenin’s rumpled sheets? (5)
11. He sets up a roster that returns to follow in 
a model one (9)
12. Passed through international river (9)
13. She's just the girl to ruin one article (5)
14. Surrenders, why. that is to experiment with 
the drug (6)
16. Rehearse a turn in the value (8)
SUBSCRIPTION RATES
Australia:
$21.00 Post Free for twelve issues.
Give a gift subscription — and SAVE!
$36.00 for two subscriptions.
$25.00 for institutions.
Overseas:
Surface mail A$30.00
Institutions AS35.00
By air
New Zealand, New Guinea A$50.00
U.K., U.S.A., Europe A$55.00
All other countries A $70.00
Add $12.00 for institutions to air mail rates.
Bank drafts in Australian currency should be
forwarded to Theatre Publications Ltd., 80
Elizabeth Street, Mayfield, N.S.W. 2304,
1 Australia.
18. Do too much about the domestic (8)
20. Shout softly at the best of them (6)
23. Tree for Rosie to tumble out of (5)
24. National points to an organ with hesitation 
(9)
27. 1 rushed around one in Indonesia (5)
28. "Or sweetest — . Fancy’s child Warble 
his native woodnotes wild" (M ilton) ( I I )
Down:
2. Admitted to producing an exclamation of 
pain by Edward (5)
3. Crusader goes brown, note, then scarlet (7)
4. Banished formerly one who was in the 
vanguard (6)
5. None resists or behaves riotously (8)
6. Miss ice because of earthquakes (7)
7. Unexpectedly buy a grand wool in the 
border town (6-7)
8. "Sweet, be not proud of those two eyes 
Which -— sparkle in their skies"(Herrick) 
(4-4)
Wave to the doctor and rave at the military 
martyr (7.6)
Might suit mere professor (7)
17. Tugged at politely before Watergate (8)
19. Driven by the rich of the West Country, we 
hear(7)
21. Churchwoman wins a cup (7)
22. For example, sets out and discharges (6)
25. Rider's all shook up and even more parched 
(5)
9.
15.
The winner o f last 
month’s crossword was 
B. Roger Jones. Lower 
Becchmont. Qld.
Last month's answers.
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The first correct entry, 
drawn on August 25 will
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subscription to Theatre 
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